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Big Ben Chimes; 
English Hymn; 
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concertos, by Schnabel, by Fischer, or by 
Dohnanyi, we are reminded, quite forcibly, 
that these concertos are pieces for soloist 
and orchestra. After the orchestral exposi- 
tion, when the soloist came in with the first 
subject, he did not deliver it with metro- 
nomic strictness or just as the orchestra had 
done: there was a personal touch in the 
inflexion. It may be, perhaps, that too 
often to-day, revering the scores of these 
compositions and thinking of them primarily 
as symphonic masterpieces, we tend to be 
rather neglectful, even intolerant, of the 
personal element inherent in_ concerto 
performance—and this particularly in the 
case of recordings ! 

These reflections are prompted by Back- 
haus’s performance of Mozart’s last concerto, 
the B flat, K.595. The 75-bar orchestral 
ritornello is played by Bohm and the 
Vienna Philharmonic in expansive style, 
with beautiful tone and a strictly maintained 
pulse within which there is_ sensitively 
shaped phrasing. Then the soloist enters— 
and at once the beats become less regular, 
the rhythm rather looser. At first I objected, 
and so, I think, many listeners will do. But 
second and third hearings showed that what 
Backhaus does wears surprisingly well: he 
gives a concerto performance, not just a 
tasteful exposition of the notes. The 
rhythm is not mauled, mangled or allowed 
to go slack ;_ the sense of a basic pulse is not 
destroyed by his carefully judged departures 
from it. 

It is important to distinguish between his 
sort of rhythmic freedom, and the sort— 
often complained about before in these 
pages when reviewing Mozart concerto 
performances—which results in limpness. 
There is always an impulse in this reading, 
and the interpretation is forward-looking, 
not sectional. 

In the Larghetto the basic tempo is kept 
at a more steady, regular beat, as is 
necessary when the note-values themselves 
afford so many different speeds within that 
beat. The Finale too is stricter, so that it 
may bounce along joyously to its con- 
clusion. Opinion of Backhaus’s very per- 
sonal sort of playing can only be a matter of 
personal taste: this is the version of K.595 
which would be my first choice. The 
recording is well-balanced and _ lifelike. 
Backhaus uses Mozart’s own cadenzas. 


The first two movements fill one side of 
the disc ; the second side is rounded off by 
the A major Sonata (with no repeats in the 
frst movement, which is not a matter of 
great importance; the repeats in the 
Minuet and Trio and in the Rondo alla 
turca are made). Again, we have playing 
which is filled with character and interest ; 
and though the Turkish Rondo may not be 
turned as cleanly as it is by Solomon, the 
final result is less mechanical, more 
exhilarating. The piano tone, too, is better 
than that of the H.M.V. disc; and the 
Decca engineers have cleverly ensured a 
concert-hall “‘ feel’ for the sound of the 
concerto, and the intimacy of one’s own 
room for the sonata. 

For those who are fussy about repeats, I 
sould point out that Solomon makes them 
faithfully. A.P. 
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RACHMANINOV. Concerto No. 2 in 
C minor for Piano and Orchestra, 
Op. 18. Clifford Curzon (piano), 
London Philharmonic Orchestra 
conducted by Sir Adrian Boult. 
Decca LXT5178 (12 in., 39s. 74d.). 


RACHMANINOV. Concerto for Piano 
and Orchestra No. 2 in C minor, 
Op. 18. Rhapsody for Piano and 
Orchestra on a Theme of Paganini, 
Op. 43- Orazio Frugoni (piano), 
Pro Musica Symphony, Vienna, 
conducted by Harold Byrns. Vox 

- PLg650 (12 in., 39s. 74d.). 


Katchen, N.S.O., Fistoulari (8/51) LXT2595 


Lympany, Philh., Malko (11/53) (H)CLP1007 
Anda, Philh., Galliera (9/54) 383CX1143 
de Groot, Hague P.O., Otterloo (12/54) ABL3014 
Farnadi, V.Op., Scherchen (1/55) WLP5193 
Pennario, St. Louis S.0., Golschmann 


(10/55) CTL7093 
Rhapsody for Piano and Orchestra : 
Katchen, L.P.O., Boult (9/54) LXT2862 


Anyone with half an eye can see that the 
new Vox gives more music for money than 
any other disc listed above. ‘Rachmaninov 
No. 2 is a bit of a problem in that every 
company other than Vox has found it just 
too long for a single side. Most put the 
twelve-minute finale on the back and leave 
it at that. Anda and de Groot throw in a 
couple of short Rachnaninov solos, and 
Lympany Mendelssohn’s Capriccio Brillante. 
And now Vox give us Rachmaninov’s 
Paganini Rhapsody, and if only this disc were 
good, how easy the choice would be. The 
trouble is that Frugoni doesn’t seem to like 
this music. He is excellent in the more 
brittle and satyric parts of the Rhapsody, 
but shows acute embarrassment over “‘the”’ 
variation, the sentimental one in D flat, 
which is really rather badly played by both 
soloist and orchestra. In addition he is 
much too favoured by the microphone 
placing. Katchen, too, is a little too near 
the microphone in his version of the 
Rhapsody, but how sensitively both he and 
the orchestra play this splendid work. 
There can be no doubt which is the better 
performance. Nor will many people like 
Frugoni’s version of Rachmaninov No. 2. 
He has no turn for the sort of sentiment on 
which this music stands, and without it 
there is nothing left. The orchestra seems 
out of sympathy with the music too, and 
amongst the alternatives I am afraid I 
would not list this record very highly. 
Farnardi and Scherchen also give an un- 
conventional reading, but how differently 
it falls on the ear! Scherchen’s very slow 
opening, and his insistence, almost over- 
insistence, on all dynamic markings, make 


‘this music sound new and interesting. Not 


that it is uninteresting the more con- 
ventional way when played well. Katchen, 
Lympany and Anda are all good, Pennario 
better still (or is it just the recording that is 
better ?), but I am sure that the new 
Curzon-Boult disc is as good as any. The 
balance is excellent (the recapitulation in 
the first movement is.a test moment; the 
piano must not dominate the orchestra here ; 
it should be the junior partner, as in all 
“live” performances). You can actually 
hear the woodwind triplets at the end of 
the slow movement (inaudible on almost all 
other recordings, including the Pennario). 


If 


Curzon makes rather more of the cross 
accents in this movement than most 
pianists, with interesting results, while in the 
finale the clarity of his technique is remark- 
able and one suddenly realises that most 
other pianists just don’t play all the notes in 
the most difficult passages. Altogether a fine 
piece of playing, not too sentimental, not 
too dry ; like a well-known shaving-cream, 
just right. Boult’s accompaniments are just 
what they should be, the recording quality 
is very fine, and altogether I would strongly 
recommend this disc. R.F. 


RESPIGHI. Gli Uccelli—Suite. Trittico 
Botticelliano. Orchestra Ales- 
sandro Scarlatti conducted by 
Franco Caracciolo. Columbia 
33CX1354 (12 in., 39s. 74d.). 

Gli Uccellt : 
Vienna State Op. Orch., Litschauer (5/56) PVL7025 
This is a most successful record. The 
playing is sparkling and clean, the recording 
unusually vivid, and the surface of the disc 
as near silent as one can hope for. Last 
month’s version of The Birds (backed by 

Respighi’s second set of Ancient Airs and 

Dances) was a good one, but the Italian 

Orchestra has altogether more style and 

finesse. Only in The Nightingale (of English 

origin) is Litschauer to be preferred; his 
calm, unhurried tempo brings out the sweet 
melancholy of this lovely piece, whereas 

Caracciolo seems scarcely aware of its 

beauty. Also I rather like Litschauer’s more 

raucous hen, though the Italian bird has 
much more vitality. The muted trumpet 
tune at the end of this suite, the absence of 
which I commented on last month when 
reviewing the Viennese recording, is per- 
fectly clear on the new disc, but the quick 
repeated notes high on the violins in The 

Dove are scarcely audible, and I would have 

liked to have heard more of the piano in the 

Three Botticelli Pictures. These, too, are in a 

sense arrangements of old tunes, in that the 

composer is continually quoting to conjure 
up some particular atmosphere, and it 
would be interesting to know what they all 
are. The Birth of Venus seems to me much 
the most beautiful of the Pictures, but all are 
interesting. The little puffs of wind on 
clarinet and flute in The Birth of Venus are 
exquisitely played. But both sides of this 
attractive disc scintillate with deft, polished 


playing. 





RESPIGHI. Feste Romane—Symphonic 
Poem. Vetrate di Chiesa—Four 
Symphonic Impressions. Minne- 
apolis Symphony Orchestra con- 
ducted by Antal Dorati. Mercury 
MRL2002 (12 in., 39s. 74d.). 

Feste Romane : 
N.B.C., Toscanini (3/53) (H)BLP1011 
Had not Respighi died in 1936 he would 
have been the ideal composer for Cinema- 

Scope in glorious Technicolor: when he 

really gave himself free rein and let his 

fancy run riot his grandiose orchestration, 
love of sheer volume and lack of critical 
taste made him the sound equivalent of the 
moguls of film production. Like them, 


however, his exuberance of colour was based 
D 
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on great technical accomplishment ; and 
the particular interest of this new disc is 
that it reveals so many of Respighi’s 
qualities, both good and bad. Here is all 
the bombast he could produce from a 
mammoth orchestra, but also the skilled 
manipulation of tonal climaxes from that 
orchestra ; the emptiness of much of his 
material, but his fine ear for sensual sound ; 
his vulgarest noise, side by side with delicate 
sonorities. We can note his fondness for 
neo-Gregorian melody, his preference for 
rhapsodic lyricism as opposed to symphonic 
development, his habit (derived from his 
teacher Rimsky-Korsakov) of building by 
the repetition of small theme-cells. ‘Though 
Stained-glass windows is described as “ four 
symphonic impressions ” and Roman festivals 
as a ““symphonic poem ”’, both works are 
programme-music suites, with the sole 
difference that in the latter (as in the better- 
known “symphonic poems ” Pines of Rome 
and Fountains of Rome) the movements are 
played continuously. 

The subjects illustrated in Stained-glass 
windows, written in 1926, are The flight into 
Egypt, with the little caravan moving slowly 
through the desert ; The archangel Michael 
in his battle with the dragon—which ends 
with a colossal tam-tam stroke as the 
latter falls from Heaven; The matins of 
St. Clara—probably the best musically, in 
a vein of quiet melancholy ; and a majestic 
St. Gregory the Great. ‘The orchestra is 
already a large one, with triple woodwind, 
four trumpets, piano, organ and three 
tam-tams among much else, but it pales 
into insignificance beside Roman festivals, 
which is in the super-colossal class and adds 
three buccine or Roman bugles, mandoline, 
clarinet in D, a whole range of different 
sorts of bells, and pretty well everything in 
the kitchen but the sink (and I wouldn’t 
swear that it too wasn’t called on some- 
where). The movements depict the martyrs, 
the lions and the mob of the Circenses ; the 
Jubilation of pilgrims reaching Rome ; the 
October festival of hunting and romance 
(Respighi at his best) ; and the riotous 
clamour of the Epiphany celebrations in the 
Piazza Navona—a frenzied movement 
which recalls, and attempts to outdo, the 
Fair scene in Petrouchka. Antal Dorati 
has a real outing with his orchestra, which 
plays with the utmost abandon: the 
recording is brighter than in the Toscanini 
Roman festivals, but with rather less depth, 
and with one or two annoying pre-echoes. 
It is apparent that the N.B.C. clarinets and 
trumpets have it over their mid-Western 
rivals, but nobody is likely to complain 
of this performance, and the coupling of 
the two works makes this a cheaper buy 
than the H.M.V. disc. 


SCHUBERT. Entr’acte No. 3 in B flat 
major; Ballet Music No. 2 in G 
major from “ Rosamunde ”’, Op. 26. 
Hague Philharmonic Orchestra 
conducted by Willem van Otterloo. 
Philips NBE11026 (7 in., 11s. 10d.) 

Schools will find it useful to have these 
two pieces on one disc; both are 
immediately attractive, and excellent for 
showing off oboe and clarinet quality. But 
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I must confess that I do not myself care for 
the vibrato used by the oboe on this record ; 
children are very unlikely ever to hear the 
instrument so played in this country. This 
must be the first available version of the 
Entr’acte with all its repeats ; in the days 
of 78s it was always unmercifully cut. So 
for that matter was the G major Ballet 
Music as it too always had to manage with 
a single side. On the new disc, even with 
two or three extra minutes’ playing time 
available, there are still two repeats 
omitted, but these do not harm the music. 
I found van Otterloo’s very slow start for 
this piece attractive and regretted when he 
speeded up slightly each time the woodwind 
took over from the strings. The orchestra 
sounds a little too distant for me on this 
disc, and the quality is perhaps a shade 
below Philips’s best, but pretty _, for 
all that. 


SIBELIUS. Symphony No. 2 in D 
major, Op. 43. Philharmonia 
Orchestra conducted by Paul 
Kletzki. Columbia 33CX1332 (12 in., 

39s. 73d.). 
L.S.O., Collins (10/53) LXT2815 
Halle, Barbirolli (4/544 (H)ALP1122 

Kletzki makes an impetuous attack on 
the music which is virtually completely 
successful, carried along by a marvellous 
quality of both orchestral playing and 
recording. It is possible, initially, to think 
the impetuosity overdone: the opening 
phrases of the work might well give the 
impression of sounding more trivial than 
usual, the lead-in to the finale less exciting, 
for want of steadiness. But these quibbles 
must surely be of little importance in com- 
parison with the virtues of the whole ; for 
better an excess, if it be an excess, of 
impulse than a flagging—and of this latter 
there is certainly none. 

Orchestrally there is no weakness, and 
there is at least one triumph: a quality 
of string playing—substantially helped, of 
course, by Sibelius’s writing—that must be 
among the best even of the Philharmonia’s. 
Whether it is a sweep of full-bodied tone, a 
biting attack, a resonant pizzicato, or a 
sensitive solo that is called for, it is always 
there ; even to tunes from the basses with 
a distinctly above-average proportion of 
note to rumble. And all of it set off by a 
brilliant quality of recording with fine 
internal balance, and only one arguable 
defect to the brilliance: less of it might 
possibly have helped to an even greater 
richness of brass tone. 

In the circumstances it will be a stickler 
in his preference for how this or that phrase 
should have gone who will continue to 
prefer Collins or Barbirolli. For both of 
those have given fine performances, slightly 
less impetuous than Kletzki’s; but Bar- 
birolli’s is less well recorded, and Collins’s 
somewhat obscures its very good recorded 
quality with a mild surface noise (in 
evidence on a 1953 pressing: new ones 
may be more fortunate). The new Kletzki 
has no surface to speak of; it addresses 
the listener directly and convincingly. 

M.M. 
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TCHAIKOVSKY. Symphony No. 4 in 
F minor, Op. 36. Orchestre de lz 
Suisse Romande _ conducted b, 
Ataulfo Argenta. Decca LX1T512; 
(12 in., 39s. 74d.). 

Vosts eemaitiel Kleiber entire LXT251i 

, Furtwangler 52) (H)ALP1025 

ac State Opera, eee” “(12/58 WLP5091} 
Chicago S.O., Kubelik (12/53) (H)ALP1083 
Belgian Rad. S.O., Andre (10/54) LG X66002 
Philharmonia, Karajan (11 54) 33CX113)) 
Philharmonia, Malko (9/55) (H)CLP1045 
Berlin R.I.A.S., Fricsay (12/55) DGM18039 
Russian interest in Spanish music has 
been strong for over a century, and it is 
pleasant in this instance to find the interest 
reciprocated. So far as I know, until just 
recently Argenta has recorded nothing but 

Spanish works, but on the evidence of this 

record he is a fine conductor of music of a 

very different type. This is a performance 

of the well-drilled kind, with superb ensemble 

and precision. Perhaps the conductor is a 

shade unyielding in the slow movement, but 

the last is tremendously exciting, the excite- 
ment much enhanced by a recording of 

remarkable vividness. ‘Technically this is a 
good disc. The two most recent rivals 

(the Malko and Fricsay) are nothing in 

comparison as sheer orchestral sound, 

though Kubelik’s version is comparable. 

This last conductor gives a slightly more 

sensitive performance which may be pre- 

ferred by some, and there is still much to be 
said for the Furtwangler disc. I like his 
slow tempo in the scherzo, but this does not 
save him where the woodwind come in 
Meno mosso. This is a notoriously difficult 
passage, for at anything but a slowish 
tempo it is impossible for the oboe, flute 
and clarinets to get in all the notes of the 
quick turn. In one record after another 
somebody stumbles here. Kubelik, the 
quickest over the scherzo opening, is in fact 
the slowest here and thereby achieves 
rhythmical exactitude. Karajan also is 
sensibly slow here, and looks like achieving 
equal precision until his clarinets just miss 
perfection. And this brings me to the record 
that prevents my hazarding that Argenta’s 
is as good as any. Karajan’s remains the 
best of the lot, combining phenomenal 
playing with phenomenal recording quality, 
a record in a thousand. The new Decca is 
very good but cannot quite compete. R.F. 


TCHAIKOVSKY. Capriccio Italien, 
Op. 45- Francesca da Rimini, 
Op. 32. London Symphony Orch- 
estra conducted by Anthony Collins. 
Decca LXT5186 (12 in., 39s. 74d.). 


Capriccio Italien: 

Belgian Radio Orch., Andre (2/53) LGM65005 
Paris Conservatoire, Schuricht (2/53) LXT2761 
Columbia S.O., Beecham Fak 33CX1037 
Philharmonia, Galliera 

Concertgebouw, Kempen 
L.S.O., Scherchen (10/54) NLP914 
(6/55) PL8700 


(11/50) LXT2531 


Pro Musica, Perlea 
Francesca da Rimini: 
Paris Conservatoire, Jorda 
New York S.O., Stokowski (1/53) 33CX 1030 
St. Louis S.O., Golschmann (4/54) CTL7048 
Decca’s new Capriccio Italien opens with 
wonderfully resonant trumpet-calls (surely 
far more impressive than the Italian Royal 
Cuirassiers ever could have made them 
sound in their barracks for Tchaikovsky’s 
benefit !) ; and indeed it continues through- 
out with recording of a very high standard. 
But in such a competitive field, a few short- 
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getting Hi-Fi Frantic... . 


WE can offer unbiased advice to the non- 
technical, and we also revel in questions from 
‘“ Boffins *’. All our Salesmen are Engineers. 


AND our new Demonstration Panel lets you 
hear any combination of equipment at the press 
of a button. IT’S WORTH HEARING. 
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BERLIOZ ¢ REQUIEM, OP. 5 


(GRANDE MESSE DES MORTS) 


Ray de Voll (Tenor) 

The Rochester Oratorio Society 
Chorus and Orchestra 
Conductor : THEODORE HOLLENBACH 
NBL 5034/5 (S.O 12” green label 67/10d.) 





















CESAR FRANCK « PSYCHE 
Symphonic Poem (complete) 







(Psyche asleep — Psyche born away by the =f 2227: 2 
Zephyrs — The Garden of Eros — ge S | 






Psyche and Eros — The Punishment — 






Psyche’s Sufferings — Apotheosis) 
WILLEM VAN OTTERLOO 


conducting 






The Hague Philharmonic Orchestra 
with The Netherlands Chamber Choir 











ABL 3114 (12” red label 38/3d.) 
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EUGENE ORMANDY 





IGOR STRAVINSKY 





PABLO CASALS 





THE JUILLIARD QUARTET 





The GRAMOPHONE 


At last—a definitive version of 
Rachmaninov’s finest symphony, performed 
by the great orchestra so closely associated 
with his music 

RACHMANINOV 

Symphony No. 3 in A Minor, Op. 44 

(also Vocalise, Op. 34) 

EUGENE ORMANDY 

conducting The Philadelphia Orchestra 
ABL 3111 (12’ red label 38/3d.) 


Two important Stravinsky scores available 
for the first time on records and 
authoritatively conducted by the composer 
STRAVINSKY 

Symphony in C (1940) 

The Cleveland Orchestra 

Cantata (1952) 

Jennie Tourel (Mezzo-Soprano) 

Hugues Cuenod (Tenor) 

Members of The New York Concert Choir 
The Philharmonic Chamber Ensemble 
Conducted by IGOR STRAVINSKY 
ABL 3108 (12” red label, 38/3d.) 


Another recording from the Prades Festival 
of a great composition from the Chamber 
music of Brahms 

BRAHMS 

Trio No. 1 in B Major, Op. 8 

MYRA HESS (Piano) 

ISAAC STERN (Violin) 

PABLO CASALS (’Cello) 

ABL 3113 (12 red label, 38/3d.) 


Completing the series of the six String 
Quartets of Bela Barték performed by the 
Juilliard String Quartet, whose 
interpretations were considered by the 
composer to be the finest he had heard 
BARTOK 

Quartet No. 3 (1927) 

Quartet No. 4 (1928) 

ABL 3112 (12” red) 

Quartet No. 5 (1934) 

Quartet No. 6 (1939) 

ABL 3093 (/2” red) 

THE JUILLIARD STRING QUARTET 
R. Mann and R. Koff (Violins), 

R. Hillyer (Viola), A. Winogran (’Cello) 


Previously released 
String Quartets Nos. 1 and 2 
ABL 3064 (12” red) 
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Following his admirable recording of 
the Mozart Flute Concertos— 

ABL 3059—Hubert Barwahser, first 
flute of The Amsterdam 
Concertgebouw Orchestra, plays an 
interesting selection of music for 
flute and orchestra 

QUANTZ: Flute Concerto in 

G Major 

GLUCK arr. Scherchen: 

Flute Concerto in G Major 
GLUCK: Orfeo— 

Dance of the Blessed Spirits 
MOZART: Andante for Flute and 
Orchestra in C, K.315 

HUBERT BARWAHSER (Flute) 
The Vienna Symphony Orchestra 
(‘Wiener Symphoniker’) 
Conducted by 

Dr. Bernhard Paumgartner 

NBL 5031 (12’ green label, 33/11%d.) 


NOW AVAILABLE 

A line by line libretto (original French 
text with new English translation) of 
Debussy’s PELLEAS AND 
MELISANDE—ABL 3076/7/8—is now 
available from your local dealer, 

price 4/6d. 


PHILIPS 


LONnNG-PLAYVYING 


ff se ee 


Philips Electrical Limited, Gramophone Records 
Division, Stanhope House, Stanhope Place, 
London, W.2. 

Philips are world-renowned makers of radiograms, 
record players and record playing equipment 
incorporating the famous Philips 

‘Featherweight’ Pick-up. 


(PG166) 
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Following the London production of Mozart’s early opera ‘‘La Finta Semplice”’ 
Philips are proud to present as an addition to their Mozart Jubilee Edition a 
performance by the Salzburg cast sung in the original Italian 


MOZART - LA FINTA SEMPLICE, K.5§1 


Opera Buffa in 3 acts 


Dorothea Siebert (Soprano) Georges Maran (Tenor) 

Edith Oravez (Soprano) August Jaresch (Tenor) 

Karin Kuster (Soprano) Walter Raninger (Bass) 
Alois Pernerstorfer (Bass) 

The Camerata Academica of the Salzburg Mozarteum 

Conductor: DR. BERNHARD PAUMGARTNER 





ABL 3106/7 (2 12” red label, 76/6d.) 








Recent issues in the Mozart NEW E.P’S FOR JUNE 


Jubilee edition include: 
Thamos, King of Egypt, K.345— 





Hollweg, Kmentt, Berry, Vienna WAGNER E. POWER BIGGS (O7gan) 
Symphony Orchestra/Paumgartner Lohengrin—Prelude, Act i Widor: Toccata from 5th Symphony 

ABL 3089 Prelude, Act 3 Vierne: Finale from lst Symphony ‘4 
String Quartets K.499 and K.598— Bridal Chorus NBE 11030 (7’ green label, 11/10d.) 
The Netherlands String Quartet The Netherlands Opera Choir 

ABL 3080 The Radio Philharmonic Orchestra | | 
Mass in C Minor K.427— (Evereum) | 
Stich-Randall, Réssl-Majdan, Conductor: PAUL VAN KEMPEN 


NBE 11028 (7” green label, 11/10d.) 


PHILIPS SYéenaed Hay 1451 


Kmentt, Raninger, The Vienna 
Chamber Choir and Symphony 
Orchestra/Moralt ABR 4043/4 
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comings of the generally very adequate 
performance do inevitably draw attention 
to themselves, seeming more important 
than they might otherwise ; thus perhaps 
it is not entirely unreasonable to disagree 
with Collins when he occasionally pulls the 
shape of the strings’ first tune somewhat out 
of rhythm, or to dislike the sound of a cornet 
duet with the second playing sharper than 
the first, or to prefer a considerably stronger 
entry of the solo horn in the first allegro. 
These points are, even in the sum, very 
considerably less important than many of 
the major virtues of the reading ; but some 
of the other versions of the Capriccio do put 
them right and retain the major virtues as 
well. 

Particularly does that of the Philhar- 
monia with Galliera on Columbia, backed 
by Liszt’s Les Préludes: this version I still 
just prefer to all others. But several of them 
are very Closely in the running and should 
be considered for their backings : Beecham’s 
Columbia, with a Carmen suite ; Scherchen’s 
Nixa, beautifully recorded but incompre- 
hensibly slow in places, with the Capriccio 
Espagnol; and in the bargain basement 
André’s ten-inch Telefunken with Romeo 
and Juliet, and Perlea’s rather harshly- 
recorded Vox which completes the Capriccio 
with no less than Romeo and Juliet, 1812, and 
the Marche Slave. 

And, indeed, Collins’s new Decca, the 
record primarily under review, should be 
considered ; for its backing is Francesca da 
Rimini in a warm quality of recording which 
makes it considerably the most desirable 
version of the four available. Seldom can a 
gong have sounded more menacing than at 
the beginning here ; and to reinforce the 
qualities of the recording there is Collins’s 
reading, which captures nearly all the 
excitement of the rather tawdry piece (and 
incidentally restores to it the cuts con- 
ventionally made: this is a rather more 
doubtful improvement). So this Francesca 
quite certainly must have the unhesitating 
recommendation that might, really, also 
have been due to the Capriccio if faced with 
less overwhelming competition. M.M. 


TCHAIKOVSKY. Overture—“ 1812”. 

WAGNER. Overture—“ The Flying 
Dutchman”. RIAS Symphony 
Orchestra, Berlin conducted by 
Ferenc Fricsay. D.G.G. DG17022 
(10 in., 29s. 64d.). 

Deutsche Grammophon’s insistence on 
offering us as 10-inch LPs the music that 
other companies present, ten shillings more 
cheaply, on MP, means that one must 
think twice before buying. The Flying 
Dutchman Overture is surely now established 
as one MP side. 

But this 1812 Overture has something that 
none of the rival versions has. Scherchen 
called in the band of the Irish Guards to 
support him; Paul van Kempen had a 
tremendous onslaught of bells for his ending; 
Fricsay has a chorus. None of my reference 
books says anything about this choral part, 
but I presume it is authentic. The Overture 
opens here with an unaccompanied male 
voice chorus, who sound as if they were 
expressing the sufferings of the Russian 


The GRAMOPHONE 


people under Napoleon’s invasion. Then 
the horns strike in, and women and 
orchestra join with the men. From here 
onwards 1812 pursues its familiar rowdy 
course ; at the end, together with rather 
subdued bells, the chorus has a few more 
cries. The recording is not spectacularly 
good, but adequate. The performance is 
spirited. 

The Flying Dutchman Overture may come 
from the complete D.G.G. set, but if so, 
the recording has been much improved for 
this transfer. This is a good version, though 
my first choice would still be that of 
Knappertsbusch with the Vienna Phil- 
harmonic, on the Decca MP LW5r106. 

A.P. 


ORCHESTRAL CONCERT. ~ Danza 
Espanola from “La Vida Breve ” 


(Falla). Habatiera (Chabrier). 
Gopak from ‘“Sorochinshy Fair” 
(Moussorgsky). Clair de Lune; 


Marche Ecossaise (Debussy). 
Orchestre de la Suisse Romande 
conducted by Ernest Ansermet. 
Decca LW5234 (10 in., 19s. 6d.). 
‘Album of Orchestral Favourites ”’ is 
the full title: to describe a single MP disc 
as an album is to have an over-acute sense 
of the historical, not all the pieces are, in 
origin, orchestral, and certainly not all of 
them are favourites. But they very soon 
might be, played and recorded like this 
often enough ; Ansermet gives very effective 
accounts of the Falla, the Chabrier, and the 
Debussy Marche Ecossaise. ‘The Mussorgsky 
Gopak, however, is a little odd, proceeding 
in a more leisurely fashion than we expect, 
rightly or wrongly, of a gopak until asudden 
and unexpected change of time in the last 
few bars ; and, perhaps in an endeavour to 
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avoid overdoing it, Clair de Lune—an 
undeniable “‘ favourite ’’ !—does sound less 
romantic and moonlit than is possible. But 
throughout the recorded sound is quite 
excellent ; and how much better a format 
MP is for short pieces of this sort than those 
interminable and inseparable twelve-inch 


LP collections ! M.M. 
TCHAIKOVSKY. Elegy and Finale 


from “Serenade for Strings in C major, 
Op. 48”. Boyd Neel Orchestra con- 
ducted by Cedric Dumont. Philips 
NBEt 1022 (7 in., 11s. 1od.). 

These are the third and fourth move- 
ments from Tchaikovsky’s Serenade for 
strings ; the same orchestra and conductor 
have previously given us the second move- 
ment on a 45, the famous waltz. I found 
the quality very good, though I would really 
sooner hear this music played by a larger 
body of strings. The playing is perhaps 
rather pedestrian. The introduction to the 
finale always sounds a little dull, but surely 
not quite as dull as here, while the quick 
music that follows does not sparkle as it 
should. But there are lovely moments in 
the Elegy. And we can be grateful for so 


much music on so small a disc. R.F. 

WAGNER. “Tristan und Isolde ” 
Prelude, to Act 1. “ Der 
fliegende Hollander ’—Overture. 





Orchestra of the Stadtische Oper, 
Berlin, conducted by Artur Rother. 
Telefunken TM68050 (10 in., 19s. 6d.). 
Although it runs into stiff competition, 
this is in fact rather a good record, richly 
recorded and eloquently played (especially 
the Tristan side). It also affords the only 
convenient way of buying the Tristan 
Prelude without having to embark on a 
whole 12-inch LP Wagner concert. A.P. 





Efrem Kurtz for H.M.V. 


Bolton Evening News 

Jazz versus the classics? Who says never the twain shall meet, for here are American band leader Stan Kenton 
and Liverpool Philharmonic Orchestra conductor Efrem Kurtz. The meeting place was Bolton’s Victoria Hall 
where the orchestra was giving a concert the same night that Mr. Kenton’s orchestra was playing in the Town Hall. 
Common ground for discussion was the April issue of Tut GRAMOPHONE. Stan Kenton records for Capitol and 


ARTHUR DAWSON 
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CHAMBER MUSIC 


BACH. Suite No. 1 in C major. Suite 
No. 2 in B minor (DTL93073). 
Suite No. 3 in D major. Suite 
No. 4 in D major (DTL93074). 
Pro Arte Chamber Orchestra of 
Munich conducted by Kurt Redel, 
Rolf Reinhardt (harpsichord). 
London ODucretet-Thomson DTL 
93073-4 (two 12 in., 79s. 3d.). 


Suites Nos. 1-4: 
Philharmonia, Klemperer (4/55) 33CX1239-40 

Though there are various criticisms to be 
made of this set, on the whole it is the most 
successful version of the four Suites that 
has yet been issued. For a start, conductor 
and orchestra (which is of the right size) 
have an understanding of the correct perfor- 
mance style of the period, so that double- 
dots, appoggiature and all that are properly 
handled ; and though some may decry 
this as mere pedantry, it is important, 
since it affects the entire rhythmic organisa- 
tion of the works. Then the playing is 
clean, efficient, free of tiresome romantic 
traditions, and well articulated, and the 
tempi generally are well chosen (though 
there are exceptions). The harpsichord 
continuo, also, is balanced at the right 
volume—neither too faint nor too obtrusive 
—and the player provides a part which is 
rhythmically helpful and is not just a 
succession of dreary block chords a la 
Max Seiffert. On the other hand, grace and 
subtlety of phrasing are sometimes in short 
supply, and the recorded balance of Suites 
3 and 4 is not altogether satisfactory. 

Suite 1 is typical in its virtues and 
failings. In the Overture one is immediately 
struck by the way the correct rhythms 
clarify the harmonic texture—and by 
the lack of nuances in the playing; the 
Courante is light and cheerful; in the 
Gavotte the bass line is rather heavy (the 
effect of the bassoon doubling the strings?) 
and the trumpet-signal in the second violins 
and violas doesn’t register; the Forlane 
is clear but could have been more lilting; 
both Menuetto and Bourrée are good and 
are played with enjoyment (though I 
don’t care for Reinhardt’s sudden twiddles 
at cadences) ; the Passepied is taken very 
fast, but is held up by a long wait before 
Passepied II, which, as a double, should 
follow straight on. 

In Suite 2 the Overture is again on the 
mechanical side, and in bar 14 the flute and 
violins are not unanimous ; there is good 
firm support from the continuo, but the 
bass is heavy when it starts to run. The 
soloist is a fair player, but quite delights us 
in the Sarabande by adding various graces (in 
authentic style) in the repeats. I wonder 
why Redel didn’t make the bass line match 
the violins as to appoggiature, trills, etc., 
seeing that the two are in canon at the 
fourth ? The Bourrée sounds hurried, but 
the Polonaise is taken at a good speed, 

thout sounding ponderous (as it often 
does): attractive in the latter movement 
are the harpsichord’s obbligato touches. For 
the final Badinerie the balance seems to 
have been changed and the flute brought in 
more, but the bass is too loud. 

My main criticism of the two last Suites 
concerns the balance of the trumpets: 
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these are placed excessively forward, so 
that their tone is very penetrating, and 
their parts emerge out of all proportion 
with the strings and oboes. They are sure 
players, however, with just occasional 
pinched high notes (mostly in No. 3) or 
imperfect intonation (mostly in No. 4). 
The timpani boom in No. 3 but have been 
moved to a better position for No. 4. I 
liked the impulsive gaiety of the first 
Allegro in No. 3, and the zest ; but the Air 
is disappointing, played as it is without a 
trace of affection or sensuous beauty, and 
with an insensitive plunking bass; and 
surely there could have been more dynamic 
contrast in the Gavotte ? In No. 4 problems 
of balance again mar the total effect: the 
strings and oboes are delightful in the 
Bourrée,-hut are swamped every time the 
trumpets enter, and in the trio of the 
Menuetto the ’cellos are far too heavy. 
Despite these shortcomings, however, 
this is a heartening set taken as a whole, 
and one which gets as near to true Bach 
style as any I know. But musicologists do 
tend to be austere. L.S. 


BOCCHERINI. Quintet in A major, 
Op. 28. Quintet in F major, Op. 41, 
No. 2. Ballo Tedesco, Op. 29, No. 6. 
Allegretto, Op. 10, No. 5. Quintetto 
Boccherini. H.M.V. ALP1361 (12 in., 
39s. 74d.). 

One of the great lacunae in our knowledge 
of eighteenth century music is gradually being 
filled in, thanks to the fortunate chance of 
the discovery by one of the members of 
this ensemble of a complete collection of 
the first edition of Boccherini’s 150 quintets. 
For Boccherini, as is pointed out in a help- 
ful sleeve-note by Felix Aprahamian, still 
remains (despite some half-hearted lip- 
service) a shadowy, neglected figure. 
Scores of his works are not available, and 
performances are rare; and the various 
numberings of his voluminous compositions 
make a fine old muddle, more than enough 
to confuse even the most diligent seekers 
after knowledge. 

The opus numbers adopted here are the 
composer’s own, and Mr. Aprahamian is at 
pains to relate them to both the Pleyel and 
the Janet et Cotelle catalogues. The 
earliest of the pieces is the Allegretto finale 
of Op. 10, No. 5, which dates from 1771 
and shows the grace of Boccherini’s writing. 
The Op. 28 Quir.tet (1779) is a real little 
masterpiece, and makes the disc well worth 
getting for this alone. An Allegro vivace 
which really is vivacious is followed by a 
Minuet and trio and then by a remarkable 
minor Larghetto with persistent internal 
pedals, which after a coda in the major 
surprisingly returns to the initial Allegro 
vivace. The pattern is an unusual one, the 
invention altogether delightful. The Ballo 
tedesco, the last movement of Op. 29, No. 6 
(1779), is a characteristic dance piece in 
binary form. The latest work represented 
here is the Op. 41 Quintet of 1788, rather 
more formal at first, but livening up later, 
particularly in the finale, an Allegro assai 
played at a formidable speed. Performance 
standards throughout are excellent, and the 
recording is clean and well balanced. . 

L.S. 
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CORELLI. Concerto Grosso No. 1 ix 
D major. 

MARTINI. Concerto in F major feo~ 
Piano and Strings (revise: 
Giuranna). 

VIVALDI. Concerto in A major fo: 
Viola d’Amore and Strings (revise:! 
Giuranna). Concerto in D minor, 
Op. 3, No. 11, “ L’Estro Armonico”’. 
I Musici. Columbia 33CX1357 (12 in.. 
gos. 74d.). 

Concertos in A major for Viola a’ Amore and String 
Danks Ens. (3/53) LPY9¢ 


Concerto in D minor Op. 3 No. 11 
Vienna Op. Ch. Orch. (3/56) PVL701 ~ 


A typical I Musici disc—accomplishe: 
ensemble work, abounding in vitality. 
weak in scholarship. The editions used fo: 
the viola d’amore concerto and the Martin: 
are most suspect—the inclusion of 4 
cadenza (and a long one at that) in the 
finale of the former is surely right out of the 
period? (though the sleeve-note writer 
accepts it without a murmur); and the 
harpsichord, which makes a _ tentative 
contribution in a couple of the works here. 
appears to have been put in merely as a 
sop to present-day demands, since the 
continuo it furnishes is totally inadequate. 

The pick of this batch, without much 
doubt, is the viola d’amore concerto. 
largely by reason of its excellent but 
anonymous soloist. He is neater, surer in 
intonation, more delicate in tone, and more 
varied in bowing, than was Harry Danks 
in his recording, and the faster tempi 
adopted for the outer movements give a 
generally livelier, more fluent effect without 
sounding hurried. The interpolated cadenza 
clearly shows off the unique stringing of the 
instrument. The one weakness in an other- 
wise admirable performance is the thinness 
of the harpsichord, which in the Andante 
completely fails to bridge the yawning 
chasm between the melody and the bass 
line, and whose player shows no invention 
whatever. The celebrated D minor Con- 
certo from JL’Estro Armonico is also well 
done, though in this no harpsichord is 
audible at all. The two solo violins are 
admirably matched in the toccata intro- 
duction (a remarkable example of Vivaldi’s 
delight in simple arpeggio patterns on a 
single chord), and the finale bubbles with 
vivacity. Corelli’s Op. 6, No. 1, is not 
quite so successful. The bass line is dis- 
proportionately heavy throughout (and 
the harpsichord—which anyhow should 
properly be an organ in this concerto da 
chiesa—again too faint) ; but against this 
must be set spirited playing and extremely 
adroit ensemble in the exposed final 
allegros. Over the concerto by Padre 
Martini I can work up no enthusiasm: it 
is musically rather uninteresting (save for 
details like the exploitation of accented 


- appoggiature in the Adagio), and the piano- 


forte sounds, as it is in fact, utterly ana- 
chronistic. 





Correction 

By a slip I last month named Kathleen 
Ferrier’s partner in the Purcell duets on 
Columbia SED5530 as Margaret Ritchie ; 
this should of course have been Isobel 
Baillie (page 473). A.P. 



































June, 1956 














VOX 


Ccmplete catalogue from your dealer 
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or from VOX PRODUCTIONS (G.B.) LTD., 231 OXFORD STREET, LONDON, W.I 
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JUNE RELEASES 


BOCCHERINI 
Concerto for Flute and Orchestra in D 


GLUCK 
Concerto for Flute and Orchestra in G 


PERGOLESI 

Concerto for Flute and Orchestra in G 
Camillo Wanausek, flute — Pro Musica Symphony, 
Vienna (Adler & Gielen) 
1—12-in. record 


PL 9440 


LISZT 
The Hungarian Rhapsodies III 

(Rhapsodies Nos. 14-19 & Spanish Rhapsody) 
Alexander Borovsky, piano 


1—12-in. record PL 8920 


MOZART 

Symphony No. 40 ip G minor, K.550 
Symphony No. 41 in C, K.551 (** Jupiter *’) 
Bamberg Symphony (Perlea) 


1—12-in. record PL 9450 


MOZART 

Concerto for Piano and Orchestra No. 17 in G, K.453 
Concerto for Piano and Orchestra No. 26 in D, K.537 
(** Coronation ”’) 

Ingrid Haebler, piano — Bamberg Symphony — Pro 
Musica Symphony, Vienna (Hollreiser) 


1—12-in. record PL 9390 


SCHUBERT 

Sonata in A for Pianoforte, D.959 
Sonata in A minor for Pianoforte, D.537 
Friedrich Wiihrer, piano 


1—12-in. record PL 9130 


fine music on fine LP records 


High Fidelity 


Long Play ing 


Mic FOYroos C Rex ords 
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Just supposing you had never seen anything but black and ; 
white movies and then, suddenly, someone showed you a colour ’ 
movie for the first time. That would be the measure of the difference p 
between ordinary recorded music and the new Orthophonic High 
Fidelity system. . 
The whole audible frequency spectrum is there, every instrument 0 
with its own voice sounding exactly as it should. ; 
The New Orthophonic High Fidelity amplifier embodies many g 
new and exclusive features and if you are interested in the techni- \ 
calities of electro acoustic design, send for our illustrated folder p 
which gives full technical data regarding this revolutionary new k 
development in musical reproduction. : 
If, however, you are primarily interested in possessing the means I 

of producing music in your own home with concert hall realism, n 
ask your dealer to give you a demonstration today. R 
b 
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The RCA New Orthophonic High Fidelity al 

equipment comprising pre - amplifier Pp 

control unit (above) and Main Amplifier uc 

(right) £48 .0.0 : 
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An Associate Company of Radio Corporation of America. 
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MOZART. Quartet No. 14 in G major, 
K.387. Quartet No. 15 in D minor, 
K.421. Roth String Quartet. Mer- 
cury MRL2005 (12 in., 39s. 74$d.). 
Coupled as above : 

Italian Quartet 

Budapest Quartet 
Quartet No. 14: 

Amadeus Quartet 

Haydn Quartet, Brussels 

Barylli Quartet 


Quartet No. 15: 
Amadeus Quartet 


(12/53) 33CX1102 
(1/55) ABL3018 


10/52) (H)DLP1003 
vi LGM65011 
(1/55) WLP5265 


(9/55) (H)ALP1249 

It is becoming increasingly fashionable 
among Central European quartets to 
eschew such catch-penny devices as dynamic 
contrast and rubato and to “ let the music 
speak for itself”. The Roth players are so 
excessively refined that they frequently 
cannot bring themselves to make any 
noticeable difference between a forte and a 
piano. ‘This tendency is apparent in the very 
fine Budapest record of the same two works, 
though not to nearly the same extent ; also 
in the Barylli version of K.387. The Italian 
Quartet on the other hand (again the same 
two works) are at the opposite pole and 
many people find their rubato excessive in 
such works as these. Our own Amadeus 
Quartet do not indulge in much rubato, but 
their wide dynamic contrasts sound almost 
exhibitionist after the hot-house playing of 
the Roth Quartet. 

Now it is just this lack of tonal variety 
that makes me put this new record below 
those made by the Italian, Amadeus and 
Budapest Quartets, beautifully though the 
Roth people play, so I had better give 
examples. In each of these works Mozart 
asks for dynamic contrasts in the first ten 
bars; the Roth Quartet refine them 
practically out of existence, and quite lack 
the veiled tone that the Amadeus bring to 
the D minor opening. They play the slow 
movement of K.387 mezzo-forte throughout, 
or very nearly ; in the last five bars f, p, 
and pp all sound much the same. Sforzandi 
are hinted at rather than played. One could 
give dozens of other examples where the 
composer’s wishes are so subtly interpreted 
that they can scarcely be said to be inter- 
preted at all. And yet in the minuet of 
K.387 the Roth Quartet manage the rising 
chromatic scale with its notes alternately 
loud and soft better than any of their rivals. 
I do not care for the way the Amadeus 
make each piano note grow into the succeed- 
ing forte note at this point. Much of the 
Roth playing is very good indeed. They are 
both assured and relaxed in the opening 
movement of the G major, and very silky 
and smooth in everything they do. They 
play the finale variations of the D minor 
too fast in my opinion at 65 dotted crotchets 
to the minute ; the Italian Quartet on the 
other hand are surely too slow at 50, and 
they do not even increase the tempo at the 
Pi Allegro near the end. The Budapest and 
Amadeus Quartets are preferable in this 
movement, with the latter earning extra 
marks for doing all the repeats; the 
Budapest do first repeats only, and the Roth 
no repeats at all except in the theme. 
(Incidentally the violins of the Amadeus 
Quartet cannot articulate the repeated-note 
triplet semi-quaver figures at the end of this 
movement, nor can those of the Budapest 
Quartet.) 
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As regards quality the new disc compares 
well with all the others. ‘The Amadeus are 
equally well served technically in the 
D minor, but less well in the G major. For 
this latter work I would be inclined to 
recommend the Budapest version ;_ alter- 
natively the Italian Quartet if you would 
like more “sensitive”? playing at the 
expense of very slightly inferior quality. As 
regards the D minor I do not think there 
can be any doubt that the Amadeus disc is 
the best in every way, and it has a really 
superb Haydn quartet on the back (Op. 54, 
No. 2 in C). R.F. 


STILL. Quintet for Three Flutes, 
Violin and ’Cello. Geoffrey Gilbert 
(flute), George Crozier (flute), Lionel 
Solomon (flute), Jean Pougnet 
(violin), Francesco Gabarro (’cello). 
Viola Sonata No. 2. Frederick 
Riddle (viola), Eric Harrison 
(piano). Argo RG74 (12 in., 39s. 74d.). 

Mr. Deryck Cooke’s otherwise helpful 
sleeve-note is silent about the identity of 

Robert Still, which is a pity, since he has 

not found his way into Grove either. The 

music suggests a composer neither very 
young nor very old, experienced and fluent, 
but without anything very interesting to 
say. It is hard to know why he lighted on 
the unusual combination of instruments for 
his Quintet—three flutes, violin and ’cello— 
for the music is, so to speak, just music, 
and not something urgently calling for the 
particular medium. The second movement, 
a contrapuntal web of pastoral themes, is 
the most interesting to listen to. Elsewhere 
there is so much interjection and of 
detached accompaniment chords, rather 
than a sense of everything moving forward 
together, that the effect grows monoton- 
ous ; and by the end one has had more than 
enough of flute tone. The Viola Sonata 
exploits the meditative character of the 
instrument. The idiom is_ harmlessly 

“modern”; perhaps it could fairly be 

described as suggesting a composer who 

liked Sibelius but had been looking at 

Hindemith. 


Mr. Still has fine interpreters—there is, 
in particular, some delightful flute playing 
from Geoffrey Gilbert in the Quintet. The 
recording is good. A.P. 


MENDELSSOHN. Trio No. 1: in D 
minor, Op. 49. Trio No. 2 in C 
minor, Op. 66. Trio di Bolzano. 
Vox PLo160 (12 in., 39s. 74d.). 

Trio No.1 in D minor : 
Rubinstein, Heifetz, Piatigorsky 
(11/52) (H)ALP1009 
I can find only one reason for recommend- 
ing this record, but it is a good one: 

Mendelssohn’s Piano Trio in C minor is an 

astonishingly fine piece of music, one of the 

very best of his later compositions. It is 
scarcely ever played, partly because 

Mendelssohn is not very fashionable these 

days, partly because of the extreme difficulty 

of the music. The first movement has 


unusual strength and solidity, with scarcely 
a trace of the soft-centre defects that spoil 
so much of Mendelssohn. But indeed all 
four movements are full of interest, and 
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much of the playing on this new disc is 
excellent ; it is high praise to say that all 
three players have the dexterity and 
nimbleness required of them in the scherzo, 
and sufficient depth of feeling for the outer 
movements. Unfortunately the balance of 
the instruments is poor. ‘The violin is 
much too close to the microphone, and the 
strings constantly drown the lighter piano 
accompaniments. At times one has to look 
at the score to see if the pianist is playing or 
not. Perhaps the pianist accentuates this 
defect by over-reticence ; his left hand needs 
more solidity when providing the bass to 
the ensemble. This over-nearness of the 
fiddle naturally produces a harshness of 
timbre in loud passages, and makes delicacy 
in scherzando passages impossible. Some of 
the notes on the piano seem to produce 
extraneous noises, most noticeable when the 
soft pedal is being used. H.M.V.’s version 
of the D minor trio sounds radiant and 
mellow by comparison; the balance is 
excellent (you can hear the piano behind 
the opening ’cello solo, which is more than 
you can do with the new Vox), and the 
scherzo is fairy-light. Also the players give 
the first movement something of the agitato 
quality the composer asks for, and which he 
makes so hard to accomplish—the trouble 
being that the extreme difficulty of some of 
the later music makes it impossible to start 
the movement as fast as one would like. 
Apart from the better quality, the playing 
in the H.M.V. disc is distinctly better than 
on the new one. 


I must confess to finding the slow move- 
ment of the D minor intolerably spinsterish, 
like ** Cranford ” without the charm, and 
the last movement over-insistent and 
irritating. But this record did give me the 
very great pleasure of getting better 
acquainted with the C minor. R.F. 


INSTRUMENTAL 


BACH. Toccata and Fugue in D minor, 
BWV.565. Chorale Prelude—Ich 
ruf zu dir, Herr Jesu Christ, 
BWV.639. Passacaglia and Fugue 
in C minor, BWV.582. 

LISZT. Prelude and Fugue on the 
name of B-A-C-H. Karl Richter 
(organ). Decca LXT5110 (12 in., 
39s. 7$d.). Recorded on the Organ of 
The Victoria Hall, Geneva. 

I had better say straight off that these 
performances are in the baroque tradition, 
and those who like piling diapason upon 
diapason need read no further. Presumably 
the organ is modern, judging by the name 
of the building that houses it (Can there 
really be a place called “‘ The Victoria 
Hall”? in Geneva ?) and I would like to 
register a small protest that there is no 
information about the instrument on the 
sleeve ; the name of the maker and the date, 
at very least, should always be given on all 
sleeves of all organ records. This instru- 
ment is at its best in coping with those thin 
arpeggio episodes in the Passacaglia and in 
the fugue of the D minor Toccata which 
always sound so feeble on the average 
English organ ; in such places Karl Richter 
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produces the most delectable sounds. But 
in what should be the exciting bits he some- 
times sounds rather painstaking and 
plodding. Historically he may be right in 
choosing slow tempi, but I am quite sure 
Bach himself made the Toccata sound much 
more of a thrill than it is on this disc. One 
of the troubles is that Richter’s rhythm lacks 
steadiness so that the music sometimes seems 
to lose momentum. A certain amount of 
hesitation between the variations of the 
Passacaglia is, I suppose, inevitable or the 
poor player cannot get his stops changed, 
but one is conscious of these breaks in the 
stream of sound rather too often. Inciden- 
tally there are some funny goings-on in this 
work ; at bar 40 of the fugue, the theme in 
the middle voice is differently registered 
from the top and bottom line, and con- 
ceivably Richter played it with his feet as 
there is no pedal part at this point, but how 
did he manage to make the counter-subject 
in the alto line stand out 13 bars later ? 
It looks impossible, unless a third hand was 
assisting him on another manual. Generally 
this Passacaglia is the most successful work 
on the disc, and builds up to a fine climax. 
I don’t know what authority Richter has 
for making a break before the fugue ; 
surely the first note of the fugue should 
coincide with the last note of the Passacaglia 
proper. The Liszt is interesting but does 
not quite hang together in this performance. 
I am sure that a more virtuoso approach 
to this piece is essential, and I suspect that 
this organ does not really suit it. The short 
prelude from The Little Organ Book on 
the other hand is very beautiful, and, 
whatever the shortcomings of the D minor 
Toccata, the fugue that follows it comes off 
well enough, despite the slow tempo. In 
short this is a conscientious, stylish, un- 
exciting record. When this player’s previous 
Bach record was reviewed in these columns, 
D.S. complained that the engineers had not 
solved the problems presented by the hall ; 
not having heard this disc, I do not know 
what these problems were, but presumably 
the solution has taken place, for the quality 
on the new record is rather good. There is 
not a great deal of resonance, and I 
wondered if what there was was natural, 
but generally speaking the organ sounds a 
very fine instrument. 


One short P.S. It is not quite clear on 
the label of this disc which pieces are by 
Bach and which by Liszt. R.F. 


BARTOK. Sonata for Violin Solo. 
André Gertler (violin). Columbia 
33C1046 (10 in., 29s. 64d.). 


Tworek (11/53) LM4557 
Gitlis (11/55) PL9020 


It is really rather remarkable to have 
three performances of Bartdék’s Violin Solo 
Sonata (far from easy listening) to choose 
from, and all of them with decided merits. 
I should have qualified my praise of Ivry 
Gitlis’s playing in regard to the Tempo di 
Ciaccona, which he begins, it seems to me 
now, in a rather hysterial, untidy way 
before settling down: and I should not 
have so cursorily dismissed Wandy Tworek’s 
performance. This is technically extremely 
good, but not lit up with much imagination : 
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the lovely Melodia even sounds dull to my 
ears. Gitlis may have an excess of imagina- 
tion (and temperament), but his perform- 
ance is vividly alive in every bar, and his last 
movement has an excitement both the others 
lack. Gertler, who is not quite happy at the 
start of the work, gives a fine performance 
that is almost too expressive in the lyrical 
passages, with a consequent lack of tension. 
His tone is lovely and the recording of the 
work is the best we have had so far, although 
the harmonics in the Melodia are only just 
audible and some of the high notes near the 
end of the movement (bar 64) are lost. 
There is some fingerboard noise, but not 
enough to be a distraction. As in the other 
recordings, the record surface is silent. 


To sum up the nature of these perform- 
ances, I should say that Tworek’s is 
academic (in the best sense), Gitlis’s 
romantic, and Gertler’s—as compared with 
that—classical. A.R. 


BEETHOVEN. Sonata No. 23 in F 
minor, Op. 57, * Appassionata ”’. 
Sonata No. 32 in C minor, Op. 111. 
Julius Katchen (piano). Decca 
LX¥7T5187 (12 in., 39s. 74d.). 


Sonata No. 23: 
Backhaus (9/52) LXT2715 
Frugoni (5/53) PL71 
Gieseking (10/53) 33CX1055 
Fischer (1/54) (H)ALP1094 
Malcuzynski (4/54) 33CX1144 
Matthews (8/54) 33SX1023 
Badura-Skoda (2/55) WLP5184 
Gorodnitzki (2/55) CTL7067 
Solomon (11/55) (H)ALP1272 
Casadesus (5/56) ABR4046 

Sonata No. 32 
Backhaus (10/54) LX T2939 
Solomon (4/56) (H)ALP1160 


With his recording of the Diabelli 
Variations, and his Wigmore Hall perform- 
ance of Opus 110, Opus 111 and the 
Variations, Julius Katchen established him- 
self in this country as one of the foremost 
Beethoven interpreters of our time. His first 
record of Beethoven piano sonatas is no 
disappointment. In fact I am tempted to 
rate these as the finest two Beethoven sonata 
performances on the current LP market. 


His reading of both works is different 
from Schnabel’s, but like Schnabel, he has 
the power of making one hang on every note. 
Everything about the Appassionata is precisely 
in place, and scrupulously faithful to 
Beethoven’s markings, yet the whole thing 
makes an impassioned and spontaneous, 
almost improvisatory, effect. One’s mind 
moves forward with the composer’s, 
engrossed in the music. The controlled 
dynamic balance between one part and 
another, the exact judging of rhythmic 
inflexion, and the very beautiful pedalling 


are all subordinated to a conception of. 


the highest intellectual power and pene- 
tration. 


The last Sonata, as it should be in a great 
performance, is a profound spiritual exper- 
ience. It is hard to imagine the Arietta 


more beautifully played than it is here. The 
combination of boldness, power and com- 
passion, coupled with technical mastery, 
removes the need for comparisons. Decca 
contribute a deep-toned and satisfactory 
recording. 
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BEETHOVEN. Sonata No. 4 in E fi: 
major, Op. 7. Sonata No. 17 ; 
D minor, Op. 31, No. 2. Den 
Matthews (piano). Columbi, 
33SX1047 (12 in., 33s. 114d.). 


we 


Sonata No. 4: 
Backhaus (10/54) LXT28::4 

Sonata No. 17 
Backhaus (1/53) LXT27..7 
Novaes (10/54) PL62°>0 
Denis Matthews’s gentle, thoughtf! 


playing is particularly well suited by tlhe 
first, second and last movements of Opus 7 
and by the first two movements of the 
‘Tempest ” Sonata. And his account of 
the E flat Sonata is much the better of 
the two available. Backhaus was caught on 
an off-day: he is disdainful of Beethoven’s 
dynamic markings, and unsteady. Denis 
Matthews gives a very scrupulous sort of 
performance: the Largo is affectingly 
played ; and his clear treble tone, at the 
same time limpid and tender, is heard to 
fine effect in the Finale. 


But there is inevitably something lacking 
in the Beethoven performances of a player 
who appears to have no touch of boisterous- 
ness in his artistic make up. It could per- 
haps be said that the whole reading is a 
shade undervitalised ; it could certainly 
be said that the third movement, allegro, is 
taken too slowly and with far too little drive 
and accentuation. Moreover the climax 
on the last page of the finale, so written 
that it can make a grand effect, goes for 
very little. 


The first two movements of the ““Tempest”’ 
Sonata are very beautifully done, even if 
for the pedalling of the mysterious “ recita- 
tive’? Mr. Matthews adopts a solution 
which lets in too much daylight. But the 
finale is distinctly feeble. Here I much 
prefer Guiomar Novaes, an imaginative and 
dramatic player, whose performance | 
sadly under-rated when first reviewing it. 
Her more vivid approach to the first two 
movements is as enjoyable as that of Mr. 
Matthews, and the Vox disc is_ better 
recorded. From this point of view the new 
Columbia is acceptable, but not out- 
standingly good. A.P. 


CLEMENTI. Sonata in G minor, Op. 
34, No. 2. Sonata in F minor, 
Op. 14, No. 3. Sonata in F sharp 
minor, Op. 26, No. 2. Viadimir 
Horowitz (piano). H.M.V. ALP1340 
(12 in., 39s. 74d.). 

When Artur Balsam recorded Clementi’s 

B minor Piano Sonata, Op. 40, No. 2, on 

Nixa CLP1311, T.H. opened his review 

(11/54) with the words: “ I want to make 

the biggest splash I can about this record ”’, 

and went on to rank the sonata above a 

good many of Beethoven’s. And now I want 

to make another big splash about the 
sonatas here recorded: for if these three, 
and the B minor, are characteristic, then 

Clementi must be one of the greatest of 

neglected masters. His writing for the piano 

has the dramatic brilliance of Scarlatti’s 
for the harpsichord, and the vigour of 

Beethoven’s. The music is strong and vital, 

always holding the attention, clean and 

pure in style, sharp in its outlines. 
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ODE TO SWING 
BENNY GOODMAN SEXTET 

A Special Limited Release—in souvenir three pocket 
wallet. 

Farewell Blues. Toodle-Lee-Yoo-Doo. 
Soft Winds. Memories of you. I Surrender 
Dear. Boy Meets Girl. Temptation Rag. 
Lullaby of the Leaves. Gilly. Oh Babe. 
The Sheik. Poor Butterfly. MwWws799 
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MUSIC OF INDIA 

USTAD ALI AKBAR KHAN sarod. PANDIT CHATUR LAL tabla. 
Accompanied by SHIRISH GOR tamboura. 

Spoken Introduction by YEHUDI MENUHIN 


Morning and Evening Ragas ALPC2 


A_VARA LARGA 
JOAO NOBRE E SUA ORQUESTRA 
*Accordeon por E.Lima 


Corridinho Ma Primavera (No. 14). A Vara 
Larga—Fandango*. Saloiada. O Piao— 
Corridinho*. Corridinho de Coruche. 
Filarmonica Teimosa*. Romaria—Vira. 
Feira das Mercés—Saloiada*. CPMD6 


“THE FESTIVAL OF LES SAINTES 
MARIES DE LA MER” (Musica Gitana) 

Live recordings of music played and sung by Gypsies at the 1955 
Festival of Les Saintes Maries de la Mer 

Soleares (Singers with guitar acc.). Malaguefia, 
Fandango, Variaciones (Guitar solos). 

Juanita (Violin and two guitars) 

Fandanguillos (Singer with guitar acc.). 33¢CSU 
“PLAY GYPSY ” 

TIBOR KUNSTLER AND HIS GYPSY ORCHESTRA 

Gloomy Sunday. Csardas. Peatra Peatra de E 
Peatra. Gurita. Lake Balaton and Csardas. 
Doina Kreutzer—Chiokerly. Petit Iris suavage. 
Csak Egy Kislany. Minek A Szoke. Csardas. 
Debreceni Bokazo and Friss. The Flying 
Swallow and Csardas. Jura Jura. Zigeuner Polka 
MGM-CD 3 

MELACHRINO AT SAN REMO 

GEORGE MELACHRINO CONDUCTING THE ORCHESTRA 
OF THE 6th SAN REMO FESTIVAL 

Aprite le finestre (Panzuti) (Ist Prize). Nota per Nota 
(Viezzoli). La Colpa Fu (E. Sciorilli). E Bello (D. Vignali). 
Ho Detto Al Sole (F. Falco). La Vita E un Paradiso di 
Bugie (Oliviero) (3rd Prize). Parole e Musica (Franco 
Silvestri). Amami se vuoi (Mascheroni) (2nd Prize). Lucia E 
Tobia (D’ Anzi). Due Teste Sul Cuscino (Rendine). DLPCIO 


LARRY ADLER 
Caravan. St. Louis Blues. Hora Staccato Malaguefia. 
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THE GARRARD MODEL 301 TRANSCRIPTION MOTOR 


The Garrard Model 301 Transcription Motor is recognised as supreme in 
its class. With its introduction a hitherto unattainable standard in the 
manufacture of High Fidelity Gramophone Components has been reached. 
Features that the enthusiast will appreciate are the suppression of switch 
clicks, the extra heavy balanced turntable and the very fine degrees of speed 
control available . . . all three speeds, 78, 45 and 334 r.p.m., can be adjusted 
by approximately 23%. c 

Wow and Flutter have been reduced to the minimum, being less than 
0.2% and less than 0.05% respectively. The unit is equipped for dual 
voltage ranges of 100 to 130 and 200 to 250 volts, 50 or 60 cycles according 
to the motor pulley fitted. 

The Model 301 is finished in high quality grey tone enamel, is fully 
tropicalised and is supplied complete with a plastic stroboscope, a tube of 
special grease, all fixing screws, washers, template and instruction manual. 

.+.. see your Dealer now. 


THE GARRARD ENGINEERING 
AND MANUFACTURING CO., LyYD. 


Swindon, Wilts, England 
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‘he F minor Sonata (1784) is one of those 
picked out by Dannreuther (in Grove) as 
having “the qualities of lasting work: 
clear outlines of form, just proportions, 
concise and consistent diction, pure and 
severe style’. The first movement of the 
F sharp minor (1788) is a particularly 
beautiful and varied movement, and is 
played by Horowitz with a wonderful range 
of tone-colour. His approach, most suited 
to the music, is bold and firm. ‘The dynamic 
range is very wide, the crescendos are steep, 
the tone is a shade steely (but it seems 
appropriately so), the rhythms are con- 
fidently buoyant. At times his playing 
suggests that of Landowska at her most 
dashing: he produces from his piano the 
same exhilarating effects as she does from 
her harpsichord. One would now like to 
hear some of Mozart’s more substantial 
piano sonatas—the C minor with its Fantasy, 
the A minor—handled in this sort of way. 


The F minor and F sharp minor Sonatas 
go together on one side ; the later G minor 
(1795), which fills the other, has a particu- 
larly arresting opening, and long, fascinating 
movements. The recording faithfully pre- 
sents a convincing piano tone, and although 
there is some continuous noise in the back- 
ground, a little more evident than it 
should be, it is not great enough to take 
away from our pleasure. 


FAURE. Impromptu No. 5 in F sharp 
minor, Op. 102. Nocturne No. 6 in 
D flat major, Op. 63. Valse- 
Caprice No. 3 in G flat major, 
Op. 59- 

SCHUMANN. Humoreske in B flat 
major, Op. 20. Grant Johannesen 


(piano). H.M.V. CLP1069 (12 in., 
33s. 114d.). 
Humoreske : 
Demus (1/55) WLP5264 
Damase (2/55) TW91041 


The Schumann Humoreske is an awkward 
piece for the pianist to bring off; its in- 
consequential variety of mood needs 
expounding with much conviction if the 
music is not to sound too protracted. The 
more skittish passages Grant Johannesen 
plays well indeed, but now and again the 
more romantic seem slightly thwarted of 
their full effect by a rather restricted range of 
dynamics—though such a restriction is often 
a useful attribute both in recording and in 
its reproduction. One particular passage 
Johannesen brings off quite exceptionally 
well—where Schumann cues in the lie of a 
submerged tune guidance from the cue in 
the rescuing of that tune can seldom have 
been taken more effectively. 


Throughout Johannesen is well ~~ very 
cleanly recorded. So, bar a very occasional 
buzz, is Joerg Demus, who gives perhaps a 
fractionally superior performance—except 
of the cued passage, where he seeks refuge 
from the problem by ignoring Schumann’s 
cue altogether (and in its turn that is con- 
siderably better than the Jean-Michel 


Damase solution, which is, incomprehen- 
sibly, actually to contrive to play the cue). 
So choice between Demus and Johannesen, 
much the better two versions of those 
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available, is not to be made easily, and 
considerations of the backings may help. 


Demus offers the Schumann G minor 
Sonata. Johannesen offers the three Fauré 
pieces listed above, and offers them all in 
very acceptable performances. Particularly 
well goes the Nocturne, less faintly off-hand 
than the impression some of the Schumann 
in somewhat similar mood gave, perhaps 
wrongly ; but the Impromptu, too, is quite 
brilliantly effective, and if the Valse-Caprice 
seems all caprice and no valse that is not, 
I think, attributable to any shortcomings 
in the playing. The recording, as it is for 
the Schumann on the reverse, is also very 
good. M 


MUSIC OF INDIA. Morning and 
Evening Ragas. Ustad Ali Akbar 
Khan (sarod), Pandit Chatur Lal 
(tabla), accompanied by Shirish Gor 
(tamboura). Spoken Introduction by 
Yehudi Menuhin. H.M.V. ALPC2 
(12 in., 39s. 74$d.). Available only to 
special order. 

It is not necessary to be an expert on 
Indian music to sense the artistry of Ali 
Akbar Khan and his colleagues ; and those 
who fear that two performances each of 
twenty minutes or so at a stretch may be 
excessive are in for an agreeable surprise. 
These are improvisations on the sarod (a 
plucked instrument with ten playing, and 
fifteen sympathetic, strings) with tabla (a 
unit of two drums) and tamboura (a four- 
string drene instrument) ; and, as Yehudi 
Menuhin explains in a brief but useful 
introduction, each piece is built on a pre- 
determined raga or scale (which is demon- 
strated for us), which has certain connota- 
tions of mood and time of day. The variety 
and ingenuity of invention which is called 
forth here is fascinating, the more since the 
complex accompanying drum-rhythms (also 
helpfully analysed first) frequently develop 
subtle cross-currents with the sarod melody. 
Virtuosically played as it obviously is, this 
music may yet be called monotonous by 
impatient hearers ; but if they will relax 
and listen, they will not be able to miss the 
rising tension and intellectual excitement 
in this unique detached, but ecstatic, art. 
This disc provides a most valuable introduc- 
tion for Western listeners to a subject on 
which 99 per cent of them are totally 
ignorant. P.B. 


HAYDN. Sonatas: No. 20 in C minor: 
No. 31 in E major: No. 40 in G 
major: No. 46 in A flat major. 
Kathleen Long (piano). Decca 
LX1T5144 (12 in., 39s. 74d.). 

Before this disc arrived, very few of 
Haydn’s piano sonatas had been recorded 
by noteworthy pianists and issued in this 
country. Incredibly the C minor No. 20 is 
not amongst these (I remember a good 78 
of it by Denis Matthews), and even now the 
best of the lot, No. 52 in E flat, is not avail- 
able. The eight sonatas by Virginia 
Pleasants, recorded for Nixa, have now 
been deleted and the Concert Artist records 
listed in the LP Catalogue do not § seem to 
have appeared. 


DETROIT FUBLIC LIBRARY 
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Anyone who takes the trouble to play 
Haydn’s sonatas starts by thinking them 
rather small beer, and ends by feeling a 
quite inordinate affection for them. Not all 
the music on this disc can be called good. 
I myself find the opening movements of 


31 and 46 rather dull. But most of it is 
delightful, and Kathleen Long plays these 
four works crisply and cleanly, and with a 
praiseworthy absence of pedals. No. 20 
dates from about 1770 and is often cited 
as among the first works that marked 
Haydn’s emergence from the common 
rut of composers of his day. It has some- 
thing of the Sturm und Drang that reached 
fruition in Beethoven’s Pathétique sonata 
in the same key. The E major was pre- 
sumabiy included on this disc for the 
sake of its fine slow movement, incidentally 
not included in my edition of the sonata. 
But the best slow movement in _ these 
sonatas is the one in the A flat, No. 46, 
a wonderfully expressive and moving piece 
dating from about 1785. No. 40 in G is the 
sonata that starts with a movement marked 
Allegretto innocente, often used for teaching 
purposes. The “ innocence” is a bit on 
the sentimental side, and is explained by 
the fact that Haydn wrote it for a very old 
lady. 

The piano quality on this disc is extremely 
realistic. R.F. 


SCHUBERT. Impromptus, D.899, 
D.935- Ingrid Haebler (piano). Vox 


PL8940 (12 in., 39s. 74d.). 


Goldsand (12/53) CLP1146 
Badura-Skoda (3/54) WLP6205 
Firkusny (11/55) NBL5014 


Like Goldsand and Firkusny, Miss 
Haebler gets all eight Schubert impromptus 
on to a single disc, whereas Badura-Skoda 
takes three sides (with Schubert’s A major 
Sonata on the fourth) and is not very well 
recorded. Unlike Goldsand and Firkusny, 
Miss Haebler is not primarily a virtuoso 
pianist ; by which I mean that, although 
her technique is more than sufficient, she 
shows no wish to display it. For instance 
the two men play the E flat impromptu in 
the Op. go set at a tremendous pace and 
make it sound like a Chopin study ; 
whereas Miss Haebler sees it is marked 
Allegro and not Presto and plays it accord- 
ingly. Similarly she plays the last piece in 
this set (the one in A flat) Allegretto, again 
as marked, instead of Allegro molto like 
almost all other pianists. (Firkusny, for 
instance, dashes it off at 140 crotchets a 
minute.) Nearly all her tempi are slower 
than average, noticeably so in the wonderful 
C minor and in the B flat variations on the 
Rosamunde tune, and in every case they seem 
right. And yet when she wants she can be 
brisk and crisp, as in the last piece of the 
second set where her playing is more 
sparkling than Firkusny’s. Her approach to 
all this music has freshness and musician- 
ship. She is very rubato in the C minor, 
perhaps a little too much so, but the 
sincerity of this playing makes the rival 
versions seem perfunctory. Occasionally 
Firkusny shows his greater command of the 
instrument ; his relaxed ease over the left- 
hand melody in the A flat is more pleasing 
than Miss MHaebler’s rather plodding 
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methods here. And as regards piano quality 
there is little to choose ; both versions are 
quite well but not very well recorded. But 
generally speaking this is a very attractive 
disc, to my mind quite the best of the four 
alternative recordings listed at the head of 
the review. R.F. 


THE SAXOPHONE, Vol. 5. Trois 
Piéces: Presto giocoso; Andante ; 
Scherzo (D. Scarlatti, arr. Pierné). 
Scherzo (Schumann, arr. Mule). 
Andante (Tchaikovsky, arr. Mule). 
Sevilla (Albeniz). Quatuor 
(Glazounov). Prélude et Choral 
Varié (Borsari). Quatuor de Saxo- 
phones Marcel Mule. Decca 
LXT5188 (12 in., 39s. 74d.). 

In some ways, unfashionable as it may 
be to say so, the arrangements on this record 
seem to make a more immediately stunning 
effect than the original works. Glazounov’s 
Quartet, in three short movements, is an 
agreeable one that is very welcome on disc ; 
but in its instrumentally more unadven- 
turous moments it does seem to approach 
in style a voluntary for the harmonium. 
Borsari is more modern in idiom ; and the 
simplicity of his chorale theme serves only 
as a basis for the more elaborate variations, 
which do certainly exploit their medium. 


But in the arrangements proper the 
familiar music throws the medium itself 
into relief, and the quality of the playing is 
seen so clearly for what it is: superlative. 
Scarlatti, performed like this, translates 
more readily from harpsichord to saxophone 
than might well be supposed ; Schumann 
indeed sounds less soggy on the quartet 
than he does customarily on the piano. 
And with nothing in the world against 
Tchaikovsky and his Andante cantabile, it is 
very possible to wish that all string quartets 
could be relied on to have the virtuosity, 
the balance, the intonation, and the style 
of the Marcel Mule Quartet ; and also, for 
that matter, to wish that they were always 
recorded as well as this. Few of us will ever, 
aS a permanency, actually prefer a saxo- 
phone to a string quartet ; but Mule, his 
colleagues, Selmer, and Decca combine 
here, as in other records of their series, to 
make such a preference seem at least 
momentarily a strong temptation. 


CHORAL AND SONG 


BEETHOVEN. Sechs geistliche Lieder : 
Bitten; Die Lieber des Nachsten; 
Vom Tode; Die Ehre Gottes; 
Gottes Macht; Busslied. Wilhelm 
Strienz (bass-baritone), Janine Cora- 
jod (organ). Decca LW5237 (10 in., 
19s. 6d.). 

Beethoven composed this group of six 
sacred songs, to words by Christian 
Firchtegott Gellert (1715-69) in 1803, the 
year after he completed the Second Sym- 
phony. 

The songs are here transposed down 
a third (except Vom Tode, which is put 
down a tone) and this deprives Die Ehre 
Gottes ans der Natur (God’s glory revealed in 
Nature) of the ringing, exultant sound the 
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higher key gives it—it needs the Flagstad 
voice—though the other songs do not suffer 
in the same way. The most remarkable 
song of the set is Vom Tode, which anticipates 
the mature Schubert in an extraordinary 
way and makes one regret the use of the 
organ instead of the piano for the accom- 
paniment. The force of Beethoven’s striking 
harmonies is thereby reduced and blurred, 
especially the bare phrases in octaves that 
precede the second verse. 


It is only fair to say that Janine Corajod 
accompanies with considerable skill and 
that her registrations are appropriate. 
Wilhelm Strienz obviously does not find it 
easy to accommodate his large and slow 
moving voice to Lieder: he fails to keep a 
legato line and sounds, often, breathless at 
the end of phrases. His final consonants are 
far too obtrusive, for example in “ nicht” 
and “‘ Noth” in Vom Tode, which the 
microphone spits out. He is certainly not 
helped by a balance which gives too much 
prominence, and an edge, to his voice. 


Strienz’s interpretation of the songs is 
conscientious rather than inspired and he 
does best when he can let his voice well 
out, as in Gottes Macht und Vorsehung (God’s 
power and providence) ;_ the well-known 
Busslied (Song of repentance) needs a much 
more interior approach. A.R. 


BOITO. Prologue from “ Mefistofele ”’. 
Nicola Moscona (bass), Robert 
Shaw Chorale conducted by Robert 
Shaw, Columbus Boychoir directed 
by Herbert Huffman, N.B.C. Sym- 
phony Orchestra conducted by 
Arturo Toscanini. 


VERDI. Te Deum. Robert Shaw 
Chorale conducted by Robert Shaw, 
N.B.C. Symphony Orchestra con- 
ducted by Arturo Toscanini. H.M.V. 
ALP1363 (12 in., 39s. 7$d.). Recording 
of broadcast performance, March 14th, 
1954- 

A superb pair of sides, an issue it is a 
pleasure to write about. Here are two 
apocalyptic visions of the sort that were 
impossible to record with any kind of 
accuracy until to-day’s recording tech- 
niques; huge masses of choral and 
orchestral tone, interleaved with silences or 
distant, single angelic voices, can now 
come out, pianissimo or—if your neighbours 
can stand it—at full force, into the humblest 
abode. The effect is overwhelming. From 
the piccolo at the top (with its tiny whiffs 
at the apex of the Verdian monument of 
praise) to the abysmal depths whence 
Lucifer springs in the Boito prologue, the 
sounds came forth clear and undistorted 
from my machine. 
spheres...” It is simply like standing in a 
splendid concert hall. My sole exception in 
my own hymn of praise is that the bass who 
takes on the devil’s role in the Boito is 
caught off his guard slightly in his opening 
phrase—and if Old Nick can’t jump to 
it, surely something must be wrong—and 
that the heavenly strand of voice at the 
end of the Ze Deum, though ideally distant 
and poised in the empyreum, is not as a 
sound “beautiful enough—one wants a 





*“'The music of the . 





June, 1956 


really angelic gleam there, like Elisabet; 
Schumann’s high As in Rosenkavalier. The 
famous choir hardly needs any fres! 
recommendation from me—though hov. 
its namesake manages to conduct at th 
same time as Toscanini I fail to picture (i 
would make a good cartoon). Perhaps i 
means he conducts the preliminaries ? Th: 
double choirs’ attack and grading of volum: 
and general musicianship seem to me beyon: 
praise. 


As for the music—well, I don’t suppos: 
the Te Deum will ever rival the Requiem ii: 
popularity. But it is a very magnificen: 
piece of late Verdi; wonderfully solemn, 
never jubilant. The overclouding of the 
music at the words, ‘*‘ Let me never be 
confounded ”’, followed by the tiny voice 
of hope “‘ In te speravi”’ is great drama of 
course. Extraordinary how the liturgical 
themes sound at once themselves and yet 
*Verdian ” into the bargain. Of Tosca- 
nini’s handling of all this, who conducted 
the first performance in 1898, I should 
think it presumptuous to speak. One might 
be listening to Verdi himself . . . in heaven. 


Boito is often rather sniffed at nowadays. 
The jaunty devil may be a bit of a bore, but 
the soaring song of praise later associated 
with the heartrending scene of Margherita’s 
death and apotheosis is wonderfully moving 
in its simple way. 


All in all, a gorgeous record. P. H.-W. 


BYRD. Mass in Five Voices. Motet— 
Ave Verum Corpus. Motet—O 
Sacrum Convivium. Compline 


Hymn—Christe qui lux es et dies. 
Renaissance Singers conducted by 
Michael Howard. Argo RG75 
(12 in., 39s. 74d.). | 
Mass in Five Voices : 
Fleet Street Choir 

(10/51) LX3060 or (6/54) LXT2919 
I was a little disappointed by this record, 
partly because I have a good opinion of 
the Renaissance Singers and have heard 
them sing better than this; also because 
the recording lacks lustre. The voices are 
not too well balanced, and the quality of 
the sound is unexciting. The suggestion of 
dullness is probably caused in part by the low 
pitch at which the Mass is sung. Fellowes, 
when he published it, put it down from D 
minor to C sharp minor, but it is here sung 
rather more than a tone lower still (slightly 
above B flat minor). There is little variety of 
tempo ; the Hosanna could surely have 
sounded more cheerful. Despite their out- 
of-tune singing, the Fleet Street Choir made 
this music sound more impressive to my 
ears. In Ave Verum Corpus the Renaissance 
Singers themselves go out of tune, having 
kept pitch most commendably in the Mass. 
Incidentally this motet comes after and not 
before O Sacrum Convivium, as stated on label 
and sleeve. There are of course moments of 
great beauty on this record, which, when all 
is said and done, contains some of the 
greatest music ever written by an English- 
man, and the singers reach their best in 
the wonderful Agnus Dei in the Mass. But 
the record as a whole is not quite what one 

hoped for. R.F 
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Donizetti 
L’ELISIR D’AMORE 

Hilde Gueden, Giuseppe di Stefano, 
Renato Capecchi, Fernando Corena 
and supporting cast with 

The Chorus and Orchestra of 

The Maggio Musicale Fiorentino 
conducted by - 

Francesco Molinari Pradelli 


LXT 5155-7 


Mozart 

REQUIEM IN D MINOR, K.626 

Magda Lazlo, Petre Munteanu, 
Hildegarde Réssl-Majdan, 

Richard Standen with the 

Wiener Akademie Kammerchor and 


The Vienna State Opera Orchestra 


onducted by Hermann Scherchen 


ITL 93079 (London Ducretet-Thomson) 







































ita comenniaeil 

‘Tf anybody is responsible for our seams 
bursting, it’s you! 

We know we started it, but it’s you 
who've asked us to produce so many 
records that we can’t expand our 
factory quickly enough. 

At one time, we thought 100,000 a day 
was a pretty terrific figure. But now, 
you want more—a lot more. 

Although our seams may be bursting 
with never a let-up on how many 
records you want, we are quite 
determined that you’re always going to 
have that inimitable quality which you 
know, as well as we do, that only ffrr 
can give you. 

Rachmaninov 

CONCERTO NO.2 IN C MINOR 

FOR PIANO AND ORCHESTRA, OPUS 18 
Clifford Curzon with 

The London Philharmonic Orchestra 
conducted by Sir Adrian Boult 

LXT 5178 
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Louis Armstrong at the Crescendo 
A complete recording of the 

current Louis Armstrong stage 

show featuring 

The All Stars, Louis Armstrong 

and Velma Middleton 

LAT 8084-5 (Brunswick) 


A. Dumas (Fils) 

LA DAME AUX CAMELIAS 
Edwige Feuillére and 
Jean-Pierre Aumont 
with supporting cast 
Réalisation : Max de Rieux 


TW 91123-4 (London International) 


Mozart 

SYMPHONY NO.38 IN D MAJOR, 
K.5043—‘THE PRAGUE ; 

SYMPHONY NO.34 IN C MAJOR, K.338 

The Vienna Philharmonic Orchestra 
conducted by Karl B6hm LXT 511! 
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CONCERTO NO.27 IN B FLAT MAJOR 





Charpentier 


MESSE DE MINUIT 


FOR PIANO AND ORCHESTRA, K.595(a); 
SONATA NO.11 IN A MAJOR, K.331 
Wilhelm Backhaus (a) with 

The Vienna Philharmonic Orchestra 
conducted by Karl Bohm LXT 5123 


Claudine Collart, Jeanne Fort, 

Marie Thérése Cahn, 

Gérard Friedman, Georges Abdoun 
with L’ Ensemble Vocal de Paris and the 
Paris Chamber Music Society Orchestra 
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Mozart 
CONCERTO NO.25 IN C MAJOR conducted by André Jouve 


DTL 93080 (London Ducretet-Thomson) 





FOR PIANO AND ORCHESTRA, K.503; 
CONCERTO NO.26 IN D MAJOR FOR PIANO 
AND ORCHESTRA, K.537—‘CORONATION’ Arriaga 
Friedrich Gulda with 

The New Symphony Orchestra of London 


conducted by Anthony Collins 


SINFONIA A GRAN ORQUESTA; 
LOS ESCLAVOS FELICES—-OVERTURE 


and AGAR—CANTATA* 


LXT 5138 Orquesta Sinfénica de Madrid 
conducted by Jesus Arambarri 
Haydn *Maria Ripollés (Soprano) 


CONCERTO IN F MAJOR AXTL 1075 (Brunswick) 


FOR PIANO AND STRING ORCHESTRA; 
C. P. E. Bach 


CONCERTO IN C MINOR 


Turina 

DANZAS FANTASTICAS and 
FOR PIANO AND STRING ORCHESTRA PRELUDIOS 1-5; 
Marguerite Roesgen-Champion with RECUERDOS DE LA ANTIGUA ESPANA and 
L’Orchestre du Conservatoire de Paris 
conducted by Arthur Goldschmidt 


RL 89005 (Felsted) 


PARTITA IN C MAJOR 
Alicia de Larrocha (Piano) 
AXTL 1076 (Brunswick) 
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Poulenc 
CONCERTO FOR PIANO AND ORCHESTRA 
and PIECES POUR LE PIANO 

Annette Haas-Hamburger with 
L’Orchestre des Concerts Pasdeloup 
conducted by Pierre Dervaux 
Milhaud 

SUITE FOR VIOLIN, CLARINET AND PIANO 
Jacques Parrenin, Ulysse Decluze, 
Annette Haas-Hamburger 

RL 89006 (Felsted) 
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Glinka 

IVAN SUSANIN 

(A Life for the Tzar) 
Miro Changalovich 
with supporting cast and 
The Chorus of the Yugoslav Army 

The Belgrade National Opera 
Orchestra conducted by Oscar Danon 
LXT 5173-6 





Gypsy music recorded at the 
Festival of Les Stes. Maries 


de la Mer, 1955 
TW 91127 (London International) 
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Couperin 
TROIS LECONS DE TENEBRES 
Pierrette Alarie, Basia Retchitzka, 
Antoine Geoffroy de Chaume (Organ), 
Manuel Recasseno (’Cello) 

MOTET. DE SAINTE SUZANNE 

Pierrette Alarie, Léopold Simoneau, 
Georges Abdoun with 

L’Ensemble Vocal de Paris and 
L’Orchestre de Chambre 

Gérard Cartigny 

conducted by Ernest Bour 

DTL 93077 (London Ducretet-Thomson) 


J. S. Bach 


ST. MATTHEW PASSION 





Agnes Giebel, Helmut Kretschmar, 
Lore Fischer, Horst Gunter with 
Hans Mantels (Harpsichord), 
Christoph Killian (’Cello), 

The Kantorei der Dreik6nigskirche, 
Frankfurt, and 

The Collegium Musicum Orchestra 
conducted by Kurt Thomas 

OL 50113-6 (London Oiseau-Lyre) 
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A FAUST SYMPHONY 
L’Orchestre du Conservatoire de Paris 
LES PRELUDES (4th side) 

L’Orchestre de la Suisse Romande 
both conducted by Ataulfo Argenta 
LXT 5101-2 


Ravel 

GASPARD DE LA NUIT; 

SONATINE and MENUET SUR LE NOM DE 
HAYDN and JEUX D’EAU and PAVANE 
POUR UNE INFANTE DEFUNTE 

Daniel Wayenberg 

DTL 93068 (London Ducretet-Thomson) 


Prokofiev 

LIEUTENANT KIJE—Suite, Opus 60 
L’Orchestre du Conservatoire de Paris 
THE LOVE OF THREE ORANGES— 

Suite, Opus 33a 

The London Philharmonic Orchestra 
both conducted by Sir Adrian Boult 
LXT 5119 


Dupre 
SYMPHONIE-PASSION FOR ORGAN, OPUS 23 
Pierre Cochereau at the organ of 

The Cathedral of Notre Dame, Paris 
OL 50112 (London Oiseau-Lyre) 
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Vaughan Williams 
ON WENLOCK EDGE 
George Maran 
with The London String Quartet 
and Ivor Newton (Piano) LW 5233 


Bliss 

CONCERTO FOR VIOLIN AND ORCHESTRA; 
THEME AND CADENZA 

FOR SOLO VIOLIN AND ORCHESTRA 
Campoli with 

The London Philharmonic Orchestra 


conducted by Sir Arthur Bliss LXT 5166 


Morales 

CAMACHO’S WEDDING—Ballet Suite ; 
ABU CASEM’S SLIPPERS—Overture 
The Stockholm Radio Orchestra 
conducted by Sten Frykberg 

WB 91144 (London International) 


Kathleen Ferrier—An Anthology 
Kathleen Ferrier with 


various orchestras and conductors 


LW 5225 


20th Century English Songs 
(An Anthology of English Song, Vol.3) 
Peter Pears and Benjamin Britten 
LW 5241 
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A Festival of Italian Song 
The complete 1956 San Remo Festival 
TLU 47001 (Durium) 


5th San Remo Song Festival 
DLU 96006 (Durium) 


The Southern Style 
Jeri Southern LAT 8100 (Brunswick) 


Danzas Flamencas 
José Greco and Company 


LAT 8076 (Brunswick) 


Danze Folcloristiche 


(Popular dances from Italy) 
DLU 96019 (Durium) 


Piano Perspectives 
Don Shirley HAA 2003 (London) 


Barclay Plays for Dancing, Vol. II 
Eddie Barclay and his Orchestra 
SDL 86041 (Felsted) 


Lionel Hampton and his New 
French Sound, Vol. II 
PDL 85006 (Felsted) 
































































. If seams are bursting in the effort to 


produce enough records to meet your 
demand, they are no less strained with 
efforts to guide you through the mass 
of records issued on the various 
Decca-group labels—a mass which, in 
the case of L.P.s alone, is monthly being 
increased by some 75 new discs. 

The main body of Decca-group micro- 
groove records is fully detailed and 
cross-referenced in the two-volume 
catalogue, complete to December 1955. 
Purchasers who send 10/- to us will 
receive this catalogue post free, together 
with all necessary monthly supplements 
to date at no extra charge. 

For more specialised interests, Jazz on 
L.P.s (2/6) and Jazz on 78s (1/-), together 
with quarterly Jazz Supplements, 


are invaluable aids to jazz lovers. 
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Holiday in Italy ' 
introducing Flo Sandon’s, Sergio Centi, r 
Aurelio Fierro, Marino Marini b 
Quartet, Roberto Murolo, ; 

Rosa Claciura and Rino Salviati 
DLU 96021 (Durium) . 
Ringside at Condon’s, Vol. II . 
Eddie Condon and his Orchestra s 
LZ-C 14024 (London Jazz Series) W 
Ye 
Jay and Kai : 
The J. J. Johnson Quartet fi 
The Kay Winding Quartet Ww 
LTZ-C 15007 (London Jazz Series) (; 
Cu 
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CHAILLEY. Missa Solemnis a capella. 
La Psallette Notre-Dame conducted 
by Jacques Chailley. Recorded in 
the Church of Saint-Eustache, Paris. 

FRANCK. Prélude, Choral et Fugue. 
C. Chailley-Richez (Piano Gaveau). 
London International TWo91145 
(12 in., 39s. 74d.). 

Prélude, Choral et Fugue 


Demus (1/54) WLP5163 
Katchen (5/54) LXT2369 
Malcuzynski (11/54) 1031 


Jacques Chailley composed his Missa 
Solemnis in 1947 and it had its first perform- 
ance in France at the Besancon Festival of 
1955- The composer, an authority on the 
polyphonic music of the Middle Ages, 
founded the choral group La Psallette de 
Notre-Dame which he conducts on this disc. 
Chailley evidently has a remarkable know- 
ledge of choral effect and the outstanding 
feature of his Mass is the number of 
beautiful and original cadences he con- 
trives: as, for example, at the ends of the 
first and third Kyries in the first section, and 
the Hosanna in the Benedictus. His melodic 
material is often of a folk-song like character 
and not in itself original—a lingua franca 
such as was used by plainsong and poly- 
phonic composers—but perfectly in keeping 
with the spirit of the text, for this is a truly 
liturgical Mass. 


The start of the Gloria has an enchanting 
lightness and the full force of the choir is 
brought into play at the words “ gloriam 
tuam ”’, while at the words “‘ Jesu Christe ” 
the composer introduces a motive which he 
repeats thereafter at each invocation of the 
Son of God. There is some sense of con- 
trivance in the Credo (Poulenc avoided 
setting this, it will be remembered, in his a 
cappella Mass), but the treatment of “ Et 
incarnatus est”? is moving. ‘* Crucifixus ” 
is set to markedly dissonant phrases. 

The Sanctus and Agnus Dei (the latter 
recalling the first “ eleison”’) are both of 
beautiful quality and are full of the interior 
spirit that, as a whole, Chailley’s music 
conveys so well in this striking work. 

The Church of Saint-Eustache, in which 
the work was recorded, has a decided echo 
which lends verisimilitude to the disc even 
if it blurs some of the vocal writing. This 
cannot be easy music to sing and there are 
a few ugly moments when the resources of 
what appears to be a small body of singers 
sound strained—these come in the Credo, 
also the least well recorded section of the 
Mass—but if trouble is taken to find the 
right volume,.and so forth, the recording 
will give satisfactory results. 

The performance of Franck’s Prélude, 
Choral et Fugue is careful but without much 
cumulative power or depth of feeling, and 
it leaves Joerg Demus’s fine rendering still 
first in the field. —The Gaveau piano sounds 
shallow in loud passages, but it has an 
individual quality of tone that I liked when 
pressure was not put on it. In general, 
however, Demus had better recording. 
C. Chailley-Richez is presumably a relative 
of Jacques Chailley, which makes the choice 
of the Franck intelligible, but I hope it will 
not be ungracious to say that I should have 
preferred to have heard more of the choir’s 
repertoire on this disc. It is, however, well 
worth getting for the sake of the Mass alone. 
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It is strange to note that the sleeve note 
has not been translated from the original 
French, as has been the case with several 
recent London International issues. Surely 
Decca do not assume that every purchaser 
of these records is a competent linguist ? 

A.R. 


CHAUSSON. Poéme de l’amour et de 
la mer, Op. 19. Irma Kolassi 
(mezzo-soprano), London Philhar- 
monic Orchestra conducted by 
Louis de Froment. Decca LX3150 
(10 in., 29s. 64d.). 

Swarthout, R.C.A. Monteux 
(10/55) (H) ALP1269 
This is a more compact and better 
recorded account of the work than Gladys 

Swarthout’s (which was filled out with some 

songs to a twelve inch size). It is also in 

better, if not quite peerless or immaculate 

French. But the total effect is somewhat 

heavy in hand and lugubrious. The Greek 

mezzo is a most attractive singer and has 
given us some fascinating sets of songs (those 

Milhaud songs for instance on Decca 

LXT2897). But she does not achieve much 

vitality or variety in her singing of this long 

scena for voice and orchestra. The last part, 
which we know as a song, “‘ Le temps des 
lilas et des roses’’, is the most attractive 

portion of it and here I feel one wants a 

much more aristocratic timbre of voice— 

paler, more fragile sounding, suggesting 
spent passion and fading regrets in some 
drawing room where Maitre Massenet had 

been known to sit. However that is a 

matter of taste in voice types and it may 

well be that Miss Kolassi’s warm, firm, well- 
supported voice is what some listeners may 
think ideally suited to the voluptuous and 
finally rather cloying elegy for long lost love 

a la Massenet and Franck. What I think is 

incontestable is that the conductor and 

even Miss Kolassi herself at times allow 
the rhythmical sense to wilt in the surround- 

ing melancholy. P.H.-W. 


DALLAPICCOLA. Canti di Prigionia. 
Chorus and Orchestra of 
L’Accademia Nazionale di Santa 
Cecilia conducted by Igor Marke- 
vitch. 

DELAGE. Quatre Poémes Hindous. 
Berceuse Phoque from “ Trois chants 
de la Jungle”. Martha Angelici 


(soprano) with orchestra conducted by 


Andre Cluytens. 

GUARNIERI. Quatuor 4 Cordes No. 2. 
Quatuor Pascal de la Radio- 
diffusion Francaise. Columbia 


33CX1353 (12 in., 39s. 74d.). Recorded 
under the auspices of UNESCO. 

The first UNESCO-sponsored record to 
reach this country contains one important, 
impressive and beautiful composition of our 
time : Dallapiccola’s Canti di Prigionia, which 
takes all of one side. I hope to be able to 
write about this piece more fully when I 
have obtained a score: even without one, 
and without words, the work provides for 
the listener a deeply moving experience. 
The mood of these Canti foreshadows the 
choruses of Malipiero’s great opera, Il 
Prigioniero (1944-8), and consists of three 
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settings for chorus and orchestra, linked in 
theme. The first, Preghtera di Maria Stuart, 
is a setting of the prayer written by Mary 
Stuart shortly before her execution: com- 
posed in 1939, the movement is charged 
with feeling against Fascist persecution. The 
second, Invocazione di Boezio, is a setting of a 
Boethius text, and dates from 1940. The 
last movement, Congedo di Gerolamo Savon- 
arola, was apparently inspired by Hitler’s 
broadcast announcement of the large-scale 
bombing attacks on England, and an 
(unspecified) English statesman’s exhorta- 
tion “‘to seek relief in prayer from the 
oncoming terror’”’. The words are Savon- 
arola’s meditation on the Psalm “In te 
Domine speravi”’. This section was com- 


pleted in 1941. 


The theme of the “ Dies irae’ appears 
in all three movements. This is atmospheric, 
emotional and fervent music. I have not 
seen the sleeve-note, but hope that it prints 
all the words, which will obviously add 
much to our enjoyment. So far as one can 
judge, the performance is excellent: cer- 
tainly it presents beautiful sounds, beautifully 
recorded. 


Who could have been responsible for 
choosing the pieces that fill the other side of 
the record? When one thinks what 
UNESCO could have given us, of Nono, 
Henze or Boulez, one grows almost angry. 
Maurice Delage is a 77-year-old French 
composer, a pupil of Ravel, whom Grove 
already writes about in the past tense. His 
Quatre Poémes Hindous are undistinguished, 
if carefully worked, pieces of orientalism. 
The Berceuse Phoque is a rather silly piece: 
the text is by “Kipling-Fabulet-d’Humiéres- 
Delage’’, and proves to be a translation of 
the Seal Lullaby which introduces Kipling’s 
Jungle Book story, The White Seal. Martha 
Angelici, who has an attractive and 
individual timbre, sings very well, but I 
can’t quite catch the words which translate 
** weary wee flipperling ”’. 


Mozart Camargo Guarnieri is a 47-year- 
old Brazilian composer who studied with 
Koechlin in Paris just before the war. His 
Second String Quartet is competently and 
fluently worked, but quite uninteresting. 

A.P 


MOZART. Requiem in D minor, 
K.626. Magda Lazlo (soprano), 
Petre Munteanu (tenor), Hildegarde 
Réssl-Majdan (mezzo-soprano), 
Richard Standen (bass), Wiener 
Akademic Kammerchor, Vienna 
State Opera Orchestra conducted 
by Hermann Scherchen. London 
Ducretet-Thomson DTL 93079 (12 in., 
39s. 74d.). 

Vienna Hofmusikhapelle, Krips (1/51) LX 3030-1 

It is sad when an evidently good per- 
formance is spoilt by indifferent recording, 
but that is what has happened in this new 
issue of Mozart’s Requiem Mass. Compared 
with the Decca recording the choral sound 
lacks body and is constricted and dry in 

tone, the tenors, in particular, having a 

fizzy sound in loud passages I could not in 

any way get rid of, nor is there the clarity 
between the parts that the earlier recording 
gives. 
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On my previous equipment the trebles in 
the Decca recording seemed to be over- 
weighted by the lower voices and there was 
some blasting in the treble soloist’s part, 
but none of this is apparent on my new 
equipment, which gives an excellent choral 
and orchestral balance throughout. 

The quiet portions of the work are the 
most satisfactory in Scherchen’s perform- 
ance, the lovely Recordare for solo quartet, 
for example, and the Tuba Mirum, in which 
the tenor trombone part is much better 
played than in the Krips performance. The 
“angelic”? voices in Confutatis maledictis 
singing *‘ Voca me cum benedictis”’ are 
made to sound distant with beautiful effect 
and the excellent team of soloists (with 
Magda Lazlo singing better than I have 
ever heard her) make a beautiful thing of 
the Benedictus. 

Scherchen treats Dies trae, perhaps, in 
rather too Verdian a manner, but otherwise 
his interpretation is very satisfying, and 
especially so in Agnus Dei, which he makes 
one feel must be by Mozart. The view, 
to-day, indeed is that Mozart was respon- 
sible for much more of the Mass after 
Lacrimosa than used to be thought. 

The correct particulars of the different 
numbers will no doubt appear on the sleeve 
note, but they are not wholly present on 
the label, which also has a misprint, 
** Dinube ”’ for “‘ Domine ” (Jesu). There 
is no mention of Kyire eleison, Quam olim 
Abrahae, or of the two numbers of the 
Communio, Lux aeterna and Cum sanctis tuis. 
There are no bands on the disc, nor were 
there on the Decca recording. This is a 
pity, but perhaps with them it would not 
have been possible to get the work on to 


one disc. A.R. 


VAUGHAN WILLIAMS. On Wenlock 
Edge from “A Shropshire Lad ”’. 
George Maran (tenor), Ivor Newton 
(piano), London String Quartet. 
Decca LW5233 (10 in., 19s. 6d.). 
Young, Watson, Sebastian Quartet (12/53) RG20 

A satisfying account of these lovely and 
deservedly popular songs has been overdue 

for some time. Pears’s version (78 r.p.m. 

Decca AM585-7) had him too near the 

microphone and on Argo, the version 

mentioned for comparison above, with 

Alexander Young as the interpreter, though 

in many ways a most sensitive and dramatic 

performance suffered from rather indifferent 
recording. The recording of the present 
disc leaves nothing to chance, I found the 
balance excellent; for instance, it has 
just the faint suggestion of ghostliness, of 
not being quite there, in “Is my team 
ploughing ? ”’ that extraordinarily haunting 
and haunted song. George Maran rightly 
never steps out of the conventional dynamics 
of a chamber performance, even at the 
more strenuous climaxes. If a phrase here 
and there may not be as perfectly shaped or 
sustained as the ideal singer might manage, 
there is no failure technically: while the 
feeling for the words and the meaning of 
the cycle as a whole is very evident. In the 
second song “‘ From far, from eve and 
morning” the piano accompaniment is 
indecisive in characterising the mood: and 
in the first song the words are not as clear 





The GRAMOPHONE 


as they could be. Otherwise I find it a 
most attractive performance and _ finely 
put on a ten inch so as to be, at under one 
pound, a money’s worth at the very least. 
Recommended. P. H.-W. 


GIGLI RECITAL. Recit. : Mi batte il 
cor; Aria: O paradiso from 
** L’Africana’’, Act 4 (Meyerbeer). 
Recit. and Aria : Ombra mai fu 
from “‘ Serse’”’, Act 1 (Handel). O 
dolce incanto from ““Manon’’, Act 2 ; 
Ah! non mi _ ridestar! from 
**Werther’’, Act 3 (Massenet). 
Quando nascesti tu from “ Lo 
Schiavo’, Act 2 (Gomes). Mercé, 
mercé from ‘“ Lohengrin”, Act 1 
(Wagner). E lucevan le stelle from 
* Tosca ”’, Act 3; Ch’ella mi creda 
libero from “ Fanciulla del West ”’, 
Act 3 (Puccini). Dalla sua pace 
from “‘Don Giovanni’’, Act 1 (Mozart). 
Amarilli (Caccini). ©O del mio 


amato ben (Donaudy). Un réve, 
Op. 48, No. 6 (Grieg). Tristesse, 
Op. 10, No. 3 (Chopin). Bergére 


légére (Weckerlin). Vidalita, Op. 45, 
No. 3 (Williams). Come, love, with 
me (Carnevali). Life (Curran). 
Rondine al nido (de Crescenzo). 
Addio bel sogne (de Curtis). Ritorna 
amore (di Veroli). Mamma (Cheru- 
bini). O sole mio (di Capua). 
Beniamino Gigli (tenor), Dino Fedri 
(piano). H.M.V. ALP1329 (12 in., 
39s. 74d.). Recorded at Carnegie Hall, 
April 17th, 20th and 24th, 1955. By 
arrangement with S. A. Gorlinsky Ltd., 
London. 

This is an actual performance record, 
punctuated on one side by sudden crashes 
of applause as the audience twigs which of 
the famous songs is about to begin (it 
usually takes them 10 seconds—less in the 
case of Tosca *“‘ E lucevan’’). There are 
some shouts too and some moments when 
the veteran tenor comically clears his 
throat etc. It is all rather fascinating, in a 
morbid way: also rather pathetic, though 
when singing medium or on the half voice, 
Gigli still spins a magical thread of sound. 
But the big climaxes are not securely 
there: even if he makes no fault, and never 
fails, this is not—under full pressure—that 
marvellous, seemingly effortless projection 
of sound that once seemed one of the 
wonders of the world (I would certainly 
include Gigli’s high C in “ Che gelida ”’, 
the first time I heard it in the flesh, as one 
of the peaks of experience). 

If these were not all bound up together 
one could discriminate and recommend this 
or that: the lightly, comically done 
Italian ditties are charming, but Caccini, 
and the pastiche Donaudy are still faintly 
vulgarised. The Paradiso and the Werther 
aria make one sigh “ Ickabod, the glory is 
departed ”. On the other hand Grieg’s 
A dream in strange French, the Chopin 
arrangement, the Bergére légére je crains 
tes abas, and the last silken soft head note 
in Vidalita are very charming souvenirs. 

Fans will hardly want my recommenda- 
tion one way or another. They will simply 
snap up what may well be the last gleam of 
Gigli, to add to the dazzling golden discs of 
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his meridian which he poured out so 
profusely. For others, those that is who 
want a tenor recital, I am bound to say 
that beyond the historical interest of the 
occasion, there is too much in the way of 
applause, poor accompanying and (ines- 
capably) veteran singing to make repeated 
hearings a pleasure. What a wonderfully 
preserved voice, ali the same. I feel like 


saying “ Thank you ”’. P. H.-W. 


AN ANTHOLOGY OF ENGLISH SONG, 
Vol. 3. Go not happy day; Is my 
team ploughing; I have twelve 
oxen ; In youth is pleasure; 
Yarmouth fair ; Persephone; How 
love came in; Let the florid music 
praise; Three Chinese lyrics; 
Love went a-riding. Peter Pears 
(tenor), Benjamin Britten (piano). 
Decca LW5241 (10 in., 19s. 6d.). 

A well-chosen anthology of British 
twentieth-century song, very well per- 
formed. The recital opens and closes with 
a composition of Frank Bridge: Britten 
pays tribute to his admired teacher. In Go 
not happy day (words by Tennyson) and Love 
went a-riding (words by Mary Coleridge) 
both pianist and singer are buoyant and 
bright. Some readers may remember the 
same duo’s performance of these songs, 
together with the Holst and Moeran ones 
on this record, at the opening recital of a 
series of six devoted to English song which 
the B.B.C. broadcast from the Wigmore 
Hall during the Festival of Britain. 

Is my team ploughing is one of the very best 
of Butterworth’s Housman settings ; Mr. 
Pears realizes the two voices, the one from 
the grave and the other whose owner 
** cheers a dead man’s sweetheart ’’, with 
just the right degree of emotional intensity 
and nicely gauged restraint. J have twelve 
oxen is a pleasant enough song by John 
Ireland (traditional words), as is Moeran’s 
In youth is pleasure (words by R. Weaver). 
Yarmouth Fair is a light, jolly piece by 
Warlock (words by Hal Collins), fashioned 
after the model of an English folk song. 

Persephone, which opens the second side, 
is one of the Twelve Songs which Holst 
composed to words by Humbert Wolfe 
(1929) ; the Phrygian melody and cold, 
strange harmonies add a _ mysterious 
dimension to the verses. Some time it 
would be pleasant to have a complete 
recording of this cycle. Lennox Berkeley’s 
Herrick setting, How love came in, is a dis- 
covery. The composer wrote it in about 
1933; it was published by Boosey & Hawkes; 
and then almost everyone, including 
Berkeley himself, forgot about it, until 
Britten came across a copy. (The song 
needs to be added to the Berkeley catalogue 
in Grove.) It is well worth revival, for it is 
pretty, tricky and unexpected, with a piano 
accompaniment that has an odd lilt 
suggestive of popular Latin-American music. 
Let the florid music praise is the first number of 
Britten’s Auden cycle, On this Island (1937), 
a vivid declamatory piece which adumbrates 
the style of the vocal writing in the operas. 
It is interesting to read (in Peter Pears’s 
article on the Vocal Music in the Britten 
Symposium) that Britten in 1937 did not 
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yet know many Purcell songs, for there is a 
Purcellian cut to the writing, as well as the 
influence of Stravinsky noted by Mr. Pears. 
On this Island is another cycle that one would 
like to see recorded in its entirety. 

Arthur Oldham (born 1926), composer 
of some Rambert ballets and of Covent 
Garden’s Bonne-Bouche, is a refined minor 
composer of the best kind, whose works are 
always beautifully turned and enjoyable to 
hear. The Three Chinese Lyrics (three from a 
set of five, 1949) are fascinating little 
miniatures—even if the animal that the 
herd-boy is riding in the first of them seems 
far too frisky to be an ox. 

The recording of this recital is extremely 
clear, sometimes so much that it almost 
produces a “clinical” effect—as if one 
were hearing a demonstration record rather 
than listening to music. It needs a good 
pickup to track right through the climaxes of 
Love went a-riding, at the end of the side, 
without distortion, and it may be that in 
some rooms the voice acquires a touch of 
hardness. The balance with piano is 
excellent, and Mr. Pears’s words are so 
clear that every one of them can be heard. 
One hopes that other Volumes of this 
* Anthology of English mung ” will not be 
long in arriving. A.P. 


OPERATIC 


BIZET. L’amour est un oiseau rebelle ; 
Prés des remparts de Séville, 
Act 1. Les tringles des sistres 
tintaient; Je vais danser en votre 
nemmous § ; Non! tu ne m’aimes 
pas!, Act 2. Mélons! Coupons !, 
Act 3. Crest toi! C’est moi !, 
Act 4 from “ Carmen”. Conchita 
Supervia (mezzo-soprano) with 
Gaston Micheletti (tenor), Andrée 
Vavon (soprano) and Andrée Berna- 
det (soprano), Orchestra conducted 
by Gustav Cloéz. Parlophone 
PMAt1024 (12 in., 39s. 74d.). 

This is a reissue of Supervia’s Carmen 
discs to make one thrilling LP. The voice 
comes through marvellously loud, clear, 
vibrant and with all its colour, all its over- 
tones of humour and defiance. One had 
forgotten what incomparable interpreta- 
tions these were. People hearing the singer 
for the first time may well be slightly 
dismayed by the vibrato which is as 
pronounced as the rattle of shaken dice— 
especially on the words “la mort ”’ in the 
card scene ; but then—what vocal acting 
goes into such phrases as “la carte 
impitoyable répéte la mort”. The 
Habanera (without chorus) is a trifle 
distant and dry; but the seguidille scene 
and the cajoling of Don José (Micheletti, 
one of the best I ever saw) is astonishingly 
vivid and puts all others in the shade. The 
second act exchanges with the tenor are 
also memorable, making it really difficult 
to accept other Carmens, or so I have found. 
The death scene, by modern standards, 
sounds a bit deficient, without its chorus 
and bull-ring shouts—and among early 
tecordings even, probably other versions 
such as the Gay- Zenatello one, may be held 
more exciting. 
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The support from the two secondary 
sopranos is excellent. The brio of the 
gipsy dance is magnificent. Here is a 
transfer and a reissue which actually seems 
to improve on the original. May we have 
many more such. P.H.-W. 


BIZET. Leila’s Cavatina from “ The 
Pearl Fishers ”. Miicaela’s Aria from 
** Carmen ”’, Act 3. Pierrette Alarie 
(soprano), Lamoureux Orchestra 
conducted by Pierre Dervaux. 
Philips NBE11024 (7 in., 11s. 10d.). 
Two of Bizet’s most famous soprano arias, 
acceptably sung in good French style and 
with fairly clear, spacious recording of the 
accompaniments. A trace of pre-echo in the 
Carmen aria is probably only a fault on my 
review copy. Other versions compete fairly 
strongly. The long scene where Leila 
settles down to sleep on the temple steps in 
the happy knowledge that her tenor is 
nearby is perhaps sung with more sensuous 
appeal by Janine Micheau on Decca ; and 
for Micaela’s aria, Mlle Danco’s version is 
better turned. The style in which Galli- 
Curci sang the Pearl Fishers scene or Alma 
Gluck sang ‘‘Je dis”? seems to have vanished 
from French culture. By present standards 
this will have to do. P.H.-W. 


STRAUSS. Die Frau ohne Schatten. 
The Emperor Hans Hopf (tenor) 
The Empress Leonie Rysanek (sop.) 
The Nurse Elizabeth Héngen 

(mezzo-sop.) 
A Spirit Messenger 
Kurt Bohme (bar.) 
Keeper of the Gates of 
the Temple Emmy Loose (sop.) 
Voice of a Youth Karl Terkal (ten.) 
Voice of a Falcon 
Judith Hellwig (sop.) 
Voice from Above 
Hilde Réssl-Majdan (con.) 
Barak Paul Schoeffler (bass-bar.) 
His Wife Christel Goltz (sop.) 
The One-eyed Harald Préglhof(bass) 
The One-armed 
Oscar Czerwenka (bass) 
The Hunchback 
Murray Dickie (tenor) 
with Alfred Poell (bass), Eberhard 
Wachter (bass), Ljubomir Pant- 
scheff (bass), Liselotte Maikl (sop.), 
Ruthilde Boesch (sop.), Berta Seidl 
(sop.), Edith Priessnar (con.), Gert 
raud Bastezky (con.), Anny Felber- 
mayer (sop.), Dorothea Frass (sop.), 
Vienna State Opera Chorus, 
Vienna Philharmonic Orchestra 
conducted by Karl Bohm. Decca 
LXT5180-4 (five 12 in., £9 18s. 14d.). 


This immensely long opera takes no 
fewer than ten sides, which is a terrific 
outlay, for the issuing company and—if 
one dare raise one’s small voice—for us too. 
Paradoxically it is the profusion and 
prolixity of Richard Strauss in his over- 
blown rose and glory which appeals to the 
nearly destitute among us! Which is not 
without significance if you recall that the 
opera made its first impact on the threadbare 
Vienna of 1919. 
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One of the first things a practical buyer 
wants to know is: will some other firm 
almost immediately take up the challenge 
and issue another version, possibly better 
in this detail or that ? I do not at the time 
of writing know of any such plans and I 
should think it would be a long time before 
the present set is superseded, for if it is 
not quite in a class with the Decca Rosen- 
Kavalier for vividness it is, none the less, a 
very fine quality recording and the cast, 
if hardly on the Lotte Lehmann-Jeritza 
standard of earlier days, counts a number 
of the voices which were heard in the 
broadcasts at the time of last year’s revival 
of the sumptuous allegory at the reopening 
of the Vienna Opera House. (I was lucky 
enough to hear part of a rehearsal of it 
there, before the seats were all in the house; 
the flood of sensuous sound was like being 
boiled in syrup !). 

Let the truth be said that standards in 
Strauss singing are not very high to-day. 
But Leonie Rysanek, whose voice has a 
propensity to “ go on opening up ” at the 
top which is very thrilling indeed is surely 
among the finest Straussian sopranos one 
could wish, and from her first entry—with 
the bird noises, strangled “‘ larks ascending” 
and dripping harps, the melismata are 
carried on with that innigkeit, or inwardness, 
a sort of private ecstasy of singing which is 
what Strauss asks above all. Héngen as 
the Wet Nurse doesn’t sound young, but 
then the role is not meant to suggest a 
girl and this distinguished artist makes a 
link with the greatest performances of the 
opera ever given (between the wars). 
Hopf is no bel canto tenor here, but the 
role—a dull one, I fear—shows him in a 
good light. As the all too human Mr. and 
Mrs. Barak, the fertile dye business couple, 
Paul Schoeffler and Christel Goltz are very 
much alive. He particularly is most human 
and dignified, especially in the duet (on 
side 8) where he and his wife, almost like 
Pinkerton and Butterfly, go on one of those 
vocal progressions which make _ hyper- 
sensitive musicians groan aloud but are 
apt to send me (and you dear reader, if 
you are a Strauss addict) into ecstasies, 
murmuring “ please, just one more step 
like the last”’. Goltz alas tunes some of 
her high notes after they have already 
been with her for some time. 

This quartet is about as good as one 
would hear, I think and if Béhm does not 
achieve incandescence with the immediacy 
of some conductors the opera as a whole 
makes a wonderful impression. How 
it impresses you, is a matter of taste 

(or, I am assured, the lack of it). It needs 
no dry connoisseur’s palate to taste that a 
lot of it is oversweet ; and that a lot of it 
might be taken from almost any other of the 
master’s works: or that, frankly, it is apt 
now and again to “ dribble”. One longs for 
those cuts and contrasts which a Puccini 
could make, even in a legend like Turandot. 
The light relief here if any, offers nothing 
on the level of Ping, Pang and Pong; 
unless the deformed Barak bros. amuse 
you, they are apt to seem Disney-ish, 
deutsch or plain dreadful. Not that they 
intrude much—especially on a _ recorded 
performance. 





22 


How does the opera come through by 
ear alone ? A good deal of drama is lost; 
as at the purely visual climax where the 
fire is lighted and it is seen that the dyer’s 
wife casts no shadow, i.e. is barren—what 
Barrie’s Peter and Wendy would say, I 
cannot imagine! But the atmospheric 
appeal of the work of course comes over 
wonderfully well; be it the brooding in 
the courtyard before the shadowless em- 
press appears (which recalls our wait for 
Princess Salome) or the wonderful apocalyp- 
tic ‘*‘ verwandlungen ”’ (scene changes with 
a difference) which carry the legendary 
figures to earth or out to the emperyean 
of the blessed Isles again. 

What a beautiful poem Hofmannsthal 
makes of this intensely Freudian allegory 
(one always ought to remember that Freud 
came from Vienna); the right to create 
life, the curse of barrenness, the dubious 
value of birth control—odd how an allegory 
on such subjects should remain so ethereal. 
Humour is to seek, but not, I think magic. 

According to some this is the crown and 
epitome of Straussian mythological manner : 
to others, that it merely says at greater 
length what he has said elsewhere. To 
Strauss lovers it offers a wonderfully consis- 
tent level of enjoyment (if you sample 
sides one, eight and ten you will know all 
about it). To others of course it will seem 
a white elephant. But it is certainly a very 
fine and generous issue which, at the least, 
enriches a world in someways else grown 
poorer since it was written. Ten pounds is 
a lot of money ; but how can one price 
beauty by the hour ? The cuts are merely 
statutory ones. P. H.-W. 


TCHAIKOVSKY. The Queen of Spades. 
Lisa Valerie Heybalova (sop.) 
Pauline 

Biserka Tzveych (mezzo-sop.) 
Countess 
Melanie Bugarinovich (mezzo-sop. ) 
Hermann 
Alexander Marinkovich (ten.) 
Tomsky Jovan Gligor (bar.) 
Yeletsky Dushan Popovich (bar.) 
Chorus of the Yugoslav Army, 
Children’s Choir of Radio Bel- 
grade, Orchestra of the National 
Opera, Belgrade conducted by 
Kreshimir Baranovich Decca 


LXT5089-92 (four 12 in., 158s. 6d.). 


This Pikova Dama to give it its other title 
(useful because if you saw it on a Russian 
poster you would be more likely to know 
what it was) is in very many respects like 
the Belgrade Eugene Onegin which I reviewed 
last March. I wrote then with what now 
seems, I confess, hasty enthusiasm of that 
issue: not that it has ceased to give me 
pleasure but because shortcomings tend to 
irritate more with repetition and though 
the whole performance strikes me as 
enthusiastic and though I much welcomed 
the first complete recording of a work I 
have been fond of twenty years or longer, 
I admit that the lack of elegance which I 
referred to is cumulatively a drawback. 
Then Mr. Shawe-Taylor who like a School 
Inspector descends now and again to put 
our labours into perspective blew rather 
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cold upon it. The same sort of faults are 
more in evidence in The Queen of Spades— 
and are the more noticeable because of the 
marked difference between the two operas. 

Like Gounod following up the success of 
Faust with Roméo et Juliette, Tchaikovsky 
here trusted formula more often than 
inspiration to get a workable opera on the 
stage. And where Onegin is a matter of 
‘lyric scenes” (his description), Pigue 
Dame is very much a stage piece. It follows 
therefore that it makes a less satisfactory 
piece for listening to on the gramophone 
one is more conscious of padding, where 
that is inserted. For instance in the great 
letter scene for Tatiana in the earlier opera, 
almost nothing is lost by seeing the heroine 
only in your mind’s eye. 

But the great scene of this opera where the 
dotard old countess, relic of the Versailles 
days, says her prayers and hums herself to 
sleep with the snatch of song from Ceur de 
Lion by Grétry (“‘ Je crains de lui parler la 
nuit ’’) the whole effect, as of Hermann’s 
burglarious entry into her room, is 
heightened melodramatically by our being 
able to see the avaricious officer crouching in 
the shadows by her bed. So too in the 
Haunting Scene where in the lonely moon- 
lit barrack room, the door is suddenly 
blown open and the wraith of the old lady 
Hermann frightened to death crosses the 
stage, muttering—one wants to experience 
it, not merely as exciting melodramatic 
music, but as the spine-chilling piece of 
“theatre ’’’ which it is, for instance, in 
M. Benthall’s production at Covent Garden. 

Then there are a good many passages 
which seem to consist of people saying 
** Come let’s have a song ”’ or “ Come let’s 
have a dance ”’ or of an elaborate pastiche 
of eighteenth century elegance (better done 
pithily, we now think, as in Puccini’s 
Manon Lescaut Act II). These things break 
up the prevailing, rather oppressive mood 
of obsession and frustrated love, but they 
do not somehow blend with the mood of 
the story as the rustic revels or the pomps 
blend with the tale of Tatiana’s unhappy 
love. Lisa is a puppet and because of the 
sentimental transformation of Pushkin’s 
dry and ironic conte into a romantic libretto 
(for the taste of the Russian seventies), 
Herman too becomes rather a pasteboard 
figure. In the, admittedly, rather eerie 
and disturbing scene where he comes to 
Lisa’s window at night, and sings that 
attractive plea to her, “‘ Pardon, si je te 
blesse ’’ (as it is in French) one does not 
feel as one does for Lenski’s elegiac plaints. 
Lisa’s suicide in the Neva after long waiting 
and singing—with the ostinato figure which 
seems like an unconscious crib of the Chopin 
funeral march—is rather lame and though 
the final scene in the gaming rooms is a 
splendid coup de thédtre, it is not specially 
effective on the gramophone. I do not 
underrate, please believe me, the excitement 
of the “‘ love music ”’ or the spine chilling 
effect of the haunting music—trust 
Tchaikovsky to provide a _ wonderfully 
disturbing atmosphere. But it really does 
need footlights and the large shadows cast 
by a guttering candle to point it up. 

Doubtless the performance we hear on 
these eight sides would seem thrilling 
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enough on the stage of the Belgrade Opera 
House. The recording of it is excellent. 
with depth and ample sonority only marred 
a little by the too great prominence accorded 
to some of the female voices. Of these, the 
Lisa is the same as the Tatiana in Onegin : 
not, to my ear, at all an unattractive singer, 
though I admit her tendency to attack her 
higher notes well below, to tune up to the 
pitch and then to go a fraction above it, is 
the sort of singing which would have given 
Mme. Marchesi a fit. But what is one to 
think ? This, for better or worse is the way 
Jugoslavs and Russians do tend to sing ; 
expressiveness is everything, precision and 
elegance is rated, apparently, for next to 
nothing. When Destinn sang the role at 
Covent Garden (in German, I think I am 
right in saying) the effect was no doubt very 
different. Elsie Morrison at Covent Garden 
too makes a different effect with her pure 
line. Yet the unsteadiness, the constriction, 
the dubious intonation of these Jugoslav 
voices singing Russian with intensity of 
feeling is not, I feel, to be written off simply 
because it offends by Mendelssohnian 
oratorio standards or those of bel canto. The 
Polina, the companion who has that very 
attractive song at the harpsichord at the 
start of the second scene, is a singer of much 
the same stamp. Bugarinovich, who sang 
the nurse in Onegin is here the countess: 
and sounds to me much too much in her 
prime to suggest that terrifying old lady. 
She certainly “‘ acts ” powerfully: but the 
countess’s lullaby might be Amneris having 
a snooze in her dressing room in Aida Act 
III. Of the men the tenor Marinkovich 
makes a striking character of horrid 
Herman. Tchaikovsky had a particular 
German tenor in mind (Figner) of whom 
he was enamoured and whether the sounds 
emitted by the Belgrade interpreter are 
what the composer intended I rather doubt. 
There is far too much constriction for my 
pleasure. But the force and timbre, let 
alone the acting capacity, seem more 
effective than in “‘ White Russian ” tenors 
or British interpreters I have heard. He 
does the last scene affectingly (I recall that 
in Meyerhold’s production in Leningrad this 
scene was transferred to a lunatic asylum, 
anticipating Stravinsky’s The Rake). The 
baritone and other officers -are effective 
enough. 

The overall conception seems to me 
highly authentic, but the orchestra has 
weak patches and sections of it are sometimes 
taken off their guard. In sum, a vivid but 
not a classical account of the exciting stage 
piece. P.H.-W 





A New Symphony 

On Monday, 14th May, Vaughan 
Williams’ 8th Symphony received its first 
performance at the Royal Festival Hall. It 
was played by the Hallé Orchestra and 
conducted by Sir John Barbirolli, to whom 
the work is dedicated. 

Four days prior to this performance Pye 
Records announced that they will shortly 
be recording this work with the artists 
named above. American distribution will 
be handled by Mercury. 
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THERES woTHING LIKE CLENDISC 











to get all kinds of reaily hard work done well and easily. 
A good collection of those well-chosen L.P.s and your 
favourite 78’s need looking after and deserve the wonderful Clendisc 
treatment to protect them, clean them and indeed preserve 
them in first-class condition. Clendisc is a worker to whose efficiency 
the Borough Librarian of the Hendon Record Library has paid 
tribute (see insert, bottom right). Nor does Clendisc stop at doing 
right for your Gramophone Records. Use it on your Television Screen, 
for perspex, glass, your valuable paintings, microscopes, etc. Clendisc 
is used in art galleries, and at the Royal 


Observatory, and just to “ top it up,” have ee Watts from 
a Fredorec Pad handy—that soft, smooth, ; 
. Mr. Fames Walker, the Borough 
velvety, pleasant-to-handle synthetic Librarian of Hendon, has kindly sent 
me a Selection Of specimens recentiyv 
sponge, now famous all over the world, withdrawn after an average issue of 
to assist you in your labours. FRED SMITH. 7 Fn reed issue 
Clendisc 8 oz. bottle 6/-, postage 1 /3 least 2 or 3 playings, which means 
Clendisc 4 oz. bottle 3/9, postage 1/- mn gone clap erg id 
Fredorec Record Pad 3/2, postage 3d. 80 different pick-ups. On examination 
‘Clendisc’ and ‘Fredorec’ are obtainable from all sali dines cea a pd . 


Gramophone and Record Dealers. records. I am told that before each 


RIMINGTON VAN WYCK ** Clenaisc.” 
42 Cranbourn Street, W.C.2. GERrard 1171 


SPECIALISTS IN LONG-PLAYING RECORDS AND EQUIPMENT FOR THEIR REPRODUCTION 








issue every record is cleaned with 


Advert 33 












oe ie * 


af 
P =< pe" 2 
i A 
és ~ a 2 
5 Pe “Fe, 


Full technical details on 
request. Ask also for 
particulars of the new 
TP100 Hi-Fi Amplifier and 
Control Unit. 


Ty, KELL 











the B.S.R.A. Exhibition the Kelly RIBBON 

Tweeter was enthusiastically received by music 

lover. musician and technician alike. For good reason too. 
The. Kelly, because of its sensitivity and its completely smooth 
response from’ 3 to 20 kc/s., provides just that “‘ sparkle” to top 
register so vital to truly Hi-Fi reproduction. Moreover, it operates 
with almost any bass speaker combination—and there are no mounting 
problems. Here is the brief specification that tells its own story. 


R 


FIRST at the Audio Fair, again at 














Response ...3,000-20,000 c/s 
Impedance ..... 1S ohms 

a ia a aaa 10,000 Gauss 
Dynamic Mass .................. 0.008 grammes 
Horn loaded 1,000 c/s cut off 
SE vcccnisnesnianhecicnnel 8)” x 53” x 4)” 
Weight ................ 8 Ib. 





ust price A2Z@ Guns. 
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Ww 
Ke) H. F. RE PRODUCER Unit cabinet for the Kelly R.L.S.1. in Walnut, Oak or 


Mahogany. LIST PRICE £2.12.6 


The DN/2 Half Section dividing network Unit. 


+ cee PRODUCTS LTD., HYTHE, SOUTHAMPTON Tel. : Hythe 3265 LIST PRICE 
4 





3 Gns. 
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Tape Reeorder 
Model RI 


(Releas? Mid-July) 
It has taken a long time to produce a Recorder that is 
really worthy of the name TRUVOX and all that the 
name implies, but it has come—an instrument that 
does full justice to the world-famous Truvox Tape 
Recording products. A high-fidelity instrument in every 
sense of the word, giving not only endless hours of 
enjoyment recording and replaying one’s own pro- 








grammes but also providing perfect reproduction of 
the new outstanding and ever-growing number of pre- 
finer gradations of tone that are there for those who 
can tell the difference. 
high standard set by the equipment it contains—a rich 
burgundy leatherette set off by gold-hammered metal 
ker. 
Price complete with crystal 66 N 
reel of standard tape. G S. 
Fitted with Truvox precision place locator, 3 gns. extra. 
selected retailers. 

Additional optional equipment. 

Truvox Standard Radio Jack. 

Truvox Foot Control. 

recorded material. 

Truvox telephone attachment for recording 

Send for full details 

Harrow 9282 
Tech. & Sales Dept.: 328 Station ~~ Harrow, Middle-ex 


PRODUCT 


recorded tapes of the world’s finest music, with all those 
Contemporary cabinet styling is in keeping with the 
work. Frequency response 50-12,000 cps. 10” x 6’ 
Loudspea 
microphone and 1,200 ft. 
Credit and Hire Purchase facilities available through 
Truvox Senior Radio Jack. 
Truvox Headphones for transcription of 
two-way telephone conversations. 
Sales Office: 15 Lyon Road, Harrow, Middlesex 
Harrow 44 
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recommends the following 45’s 


ANGELES : Butterfly : Un bel di & Love duet, w. Gedda 
ANGELES : Faust : Act 3 scenes, w. Gedda & Christoff ... 
ANGELES : Faust : Love duet, w. Gedda, Soldiers’ cho. ... 
ANGELES : Faust : Roi de Thule & Jewel song 

BJORLING : Pagliacci : Act | scenes, w. Angeles, etc. 
BJORLING : Pagliacci : Act 2 scenes, w. Angeles, etc. ... _ 
BOSTON POPS ORCH : Overtures—Zampa & Light Cavalry 
CALLAS & DI STEFANO : Lucia arias Acts | & 3 ae we 
CALLAS, DI STEFANO & GOBBI : Tosca: Scenes Acts | & 2 
CALLAS & DI STEFANO : Tosca: Scenes from last act 
CALLAS : Turandot : In questa Reggia & Liu’s 2 arias 
CHRISTOFF : Pr. igor : Kontchak’s air/Khovantschina : air 
CHRISTOFF : Song of the flea/Volga boatmen _ 
COELHO : Spanish & Brazilian songs, w. guitar _ 
CORENA : Gazza Ladra: Mio piano/Barber : A un dottore 
DEL MONACO : arias—Marta, Chenier, Amico Fritz, etc. ine 
EIAR CHORUS : Nabucco : Va pensiero/Lombardi : Signore ... 
FERRIER : Otto : arias/Mendelssohn duets, w. Baillie : _ 
FERRIER : 2 Green songs/3 Purcell duets, w. Baillie 

FERRIER : Orfeo : What is life/Rodelinda : Art troubled 
FERRIER : Drink to me only/Ye banks and braes_ .. 

FERRIER : Matthew Passion (Bach) : Have mercy Lord 
FERRIER : Messiah : Thou that tellest/Samson : Return ... 
FERRIER : Elijah : Rest in the Lord/Serse : Ombra mai fu 
FERRIER : 4 English folksongs (Stuttering lovers, etc) _ 
FISCHER-DIESKAU : Tannhauser : Wolfram’s 3 arias ... 
FISCHER-DIESKAU : Loewe’s Erikonig & 3 Wolf songs 
FLAGSTAD : Grieg—Spring & From Monte Pincio 

GIGLI : Danza, Marechiare, Serenata, Mattinata ; 

GIGLI : Ave Maria, Standchen, Agnus Dei, Wiegenlied : 
GIGLI : Turandot : Nessun dorma/Elisir : Quant’ e bella 
GULDA : Chopin—Raindrop prelude/Debussy—Clair de lune 
HAMMOND : arias—Butterfly, Tosca, Boheme, Schicci ... ein 
HILVERSUM CHORUS : Opera choruses—Wagner, Verdi, etc. 
KOSTELANETZ ORCH. : Barber Ovt./Rosenkavalier : Waltzes 
KULLMANN : New Moon, Rose Marie, Merry Widow, etc. 
KUNZ : Folk songs of Old Vienna in cae _ 
LEMNITZ, etc. : Rosenkavalier : Act 2 fin & Presentation 
LIPATTI : Chopin Waltzes Nos. |, 3, 6 & I! us 

LIPATTI : Chopin Waltzes Nos. 2, 10, 12 & 14 

LIPATTI : Chopin Waltzes Nos. 4,5,7&9... -_ —_ 
LYMPANY : Litolff : Scherzo/Lover & the Nightingale ... 
KING COLLEGE CHOIR : In dulci jubilo/David’s City ... 
McCORMACK : Passing by, Lass with the delicate air, etc. 
MICHEAU : Louise : Depuis le jour/Hoffmann : Doll song 
MICHEL & JOBIN : Carmen : scenes from Acts | & 2 ... — 
N.Y. PHILHARMONIC : Falla—Three cornered Hat : dances 
N.Y. PHILHARMONIC : Mendelssohn : Hebrides & Ruy Blas Ovs. 
PHILHARMONIA : Sheep may safely graze/Toy Symphony 
PHILHARMONIA : Barber Overture/Traviata : Preludes ose 
PHILHARMONIA : Enigma vars. 8 & 9/Pomp & C. March No. | 
PHILHAFPMONIA : Arnold—Tam o’ Shanter/English dances... 
PHILHAKMONIA : Midsummer Night’s Dream (Mendelssohn) 
PHILHARMONIA : Swan Lake (Tchaikovsky) Waltz, etc. 
PICCAVER : Roses of Picardy, Sylvia, Absent, Zinetta one 
POGGI & NOLI, etc. : Mefistofele : L’altra notte, Love duo. ... 
ROSSI-LEMENI : Nabucco : Come notte & O chi piange 
SCHMIDT : O sole mio, La Danza, Addio, Mattinata 
SCHMIDT : Boheme : 2 arias/Pagliacci : Vesti/O Paradiso 
SCHNABEL DUO : Schubert—Polonaises/Debussy Epitaphs 
SCHWARZKOPF : Butterfly : un bel di/Traviata : Addio 
SCHWARZKOPF : Merry Widow : Vilja & duet, w. Kunz 
SCHWEITZER : Fugue A min. & Prelude in D major _... _ 
SIMIONATO : Capuleti : Tu bell’anima/D. Carlo : Don fatale 
RISE STEVENS & MERRILL: Porgy & Bess : highlights 
STREICH & NEUMANN : Wiener Blut : highlights 
TAUBER : Waltz dream, Vienna woods, City of dreams, etc. 


eee 


We send 45’s by post, post free, just remit the above prices. 


Records in the above list over 10/- are ‘*‘ Extended Play ’’—double duration. 
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COLLECTORS’ PIECES. Our catalogue of New, Special, 
Rare, and Out of Print 78 r.p.m. Vocal records, together 
with a few Rare Instrumental items, and a selection of 
Books of interest to the Record Collector. 
& ENLARGED SUMMER EDITION ready this month. 
2/- (25c. U.S.A.) post free. 
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62 NEW OXFORD STREET, LONDON, W.C.! 
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(LAN 6155) 
(TEM 5614) 








eos eh GIG GG GD teh COR YE ND BGP 00 oP De et tee eee ee ee Ne 


Rh Np Boh 














June, 1956 





WEBER. Adolar’s Aria—Wehen mir 
Lifte Ruh from “ Euryanthe ”, 
Act 2. Max’s Aria—Durch die 
Walder (Act 1); Huntsmen’s 
Chorus (Act 3) from “Der Frei- 
schiitz ’’. 


BEETHOVEN. The Prisoners’ Chorus 
(Act 1); Florestan’s Aria—Gott ! 
welch Dunkel hier! (Act 2) from 
“Fidelio”. Franz Vroons (tenor), 
Vienna Chamber Choir, Vienna 
Symphony Orchestra conducted by 
Wilhelm Loibner. Philips NBR6027 
(10 in., 25s. gd.). 

The Euryanthe aria is a distinct gain to the 
catalogue, being otherwise unrecorded. 
This admirable Dutch tenor does it 
ingratiatingly and with excellent musical 
and dramatic sense. In the Freischiitz aria 
[ think I still slightly prefer Rosewaenge 
version but Vroons is more yielding than 
Hopf on the complete Decca. The Hunts- 
man’s chorus is not specially well done: a 
Berlin Opera record of it, on a ten inch 
German H.M.V., had twice as much 
uppishness and the “ tonguing”’ which is 
supposed to represent the echoes through 
- woods was more dramatically brought 
O 

On the Beethoven side, Vroons though 
evidently a thoughtful and = sensitive 
Florestan makes less of the scena than either 
Patzak or Roswaenge: but I think he is 
slightly better than Wolfgassen of the 
complete set. Those who want a record of 
the prisoners’ chorus can be assured that 
this is competent enough—but it is not the 
compelling and definitive account which it 
might be. P. H.-W. 


OPERATIC CHORUSES. Gloria all’ 
Eggitto from “‘ Aida ”’ (a) ; Fuoco di 
gioia from “Otello” (a); Noi 
siamo zingarelle . . . Di madride 
noi siam mattadori from “ La 
Traviata” (b); Zitti, zitti, Scor- 
rendo uniti from “ Rigoletto” (a) ; 
O Signore, dal tetto natio from “I 
Lombardi ” (a) ; Va pensiero from 
** Nabucco” (a) (Verdi). I zam- 

pognari ...din, don from “ Pag- 
liacci ’’ (a) (Leoncavallo). H 
Chorus from “‘ Madama Butterfly ”’ 
(a) (Puccini). Mario del Monaco 
(tenor), Angela Vercelli (soprano), 
Darie Caselli (bass), Chorus and 
Orchestra of the Accademia di 
Santa Cecilia, Rome, conducted by 
(a) Alberto Erede and (b) Francesco 
Molinari Pradelli. Decca LXT5136 
(12 in., 39s. 74d.). 

For those who buy job lots of opera 
choruses this may be the ideally varied 
selection. Yet surely—the Humming Chorus 
from Madama Butterfly so effective in its 
Situation is as near meaningless as can be 
outside it as a concert piece on its own. The 
‘* optional ” fancy dress choruses, the only 
really weak pages of Traviata also make poor 
excerpts. It is otherwise with the Triumph 
from Aida: and even the bonfire chorus from 
Otello. These are done as in the Decca 
complete sets and so earn recognition. But 
Italian operatic chorus-singing is not ever, 
I fear, of a very high standard in a land 
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where any really trusty voice (if backed 
with a modicum of musicianship, or even 
without such backing) is immediately 
swept into the great competitive lung- 
busting racket of the lyric stage. Those 
who remain in the chorus . . . well. Whereas 
English and indeed Americans prefer to sing 
in bunches (as being less shy-making) 
Italians are soloists in the first place and 
adhere only with some difficulty. The kind 
of precision that the Robert Shaw Chorale 
achieves in the “‘Zitti, zitti’? chorus from 
Rigoletto is not found here. Sometimes the 
famous music is done—not exactly perfunc- 
torily—but with so little inner conviction 
that the effect is disheartening ; so it is for 
instance with the Hebrew exiles chorus 
from Nabucco. These Italians should hear 
the Welsh National opera chorus of miners 
et al. having a bash at it, when it brings tears 
to the eyes. Recordings a perfectly 
adequate. P. H.-W. 


RECORDS FOR SCHOOLS 


Within minutes of listening to Byrd’s 
Five-Part Mass, reviewed elsewhere in these 
columns, I found myself sampling the very 
different pleasures of Sneezums and Lazy 
Leonard by Yvonne Adair. The two com- 
posers have at any rate this in common, 
that each wrote to satisfy a need and did so 
with complete success. It has long been a 
problem in Primary Schools that Percussion 
Band lessons should so often have to depend 
on piano playing of no great quality, 
attempted by teachers who should have been 
giving all their attention to what the 
children were up to. There are, I suppose, 
teachers who can give musicianly perform- 
ances and pick out inaccuracies in a sea of 
cymbals, triangles, drums and so on at the 
same time, but there can hardly be many 
such. Some months back, Decca brought 
out four discs of national airs for which 
percussion parts were available, and now 
H.M.V. have counter-attacked with no less 
than eight ten-inch 78s covering a rather 
different age-range. They are _ called 
** Music for the Percussion Band”. The 
first four (B10944-7) are mainly for Infant 
Schools and are intended for children 
playing by ear. All the music is published 
in piano form, the first and last disc con- 
sisting of arrangements by Yvonne Adair 
of traditional tunes, the second and third 
of her compositions for young children. I 
should make it clear that Miss Adair wrote 
all these tunes for piano, and that on these 
records they have been orchestrated by 
John Hosier. He has kept the rhythms of the 
piano pieces as these are carefully designed 
for the needs of young percussion players 
(indeed many schools have been using 
these pieces for years and will know their 
good qualities), but he has for the most part 
reharmonised them, and scored them with 
great skill for a small handful of stringed 
and woodwind instruments, with occasional 
percussion and trumpet. I think Miss 


Adair would probably agree that the result 
has far more musical quality than her 
original piano pieces, however well played. 
I particularly enjoyed Hosier’s version of a 
traditional tune called ““The White Duck’, 
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Records 5 to 8 (B1rog48-51) are for 
children higher up in the Primary School, 
and here it is intended that the children 
shall play from charts. (By the way, all this 
music is published by Boosey & Hawkes.) 
Records 5 and 6 are of traditonal tunes, 
each of which is repeated (and I quote the 
brochure) “as a variation, so that the 
children play the same pattern against a 
different background’. Records 7 and 8 
are mainly of classical pieces, again chosen 
and arranged by Yvonne Adair. I felt some 
doubts here about the very un-Schubertian 
collection of woodwind used for one of 
this composer’s Ecossaises ; also about the 
addition of timpani to one of the well- 
known Fairy Queen Dances written by 
Purcell for strings alone. I think myself 
that, whereas you can do what you like 
with a folk-tune, classical pieces should be 
scored for such instruments as the composer 
himself might conceivably have written. 
Mr. Hosier seems to have sensed this, as is 
shown by his delightful use of the harpsi- 
chord in such pieces as “ Mr. Bohm’s 
Minuet”? and ‘* The Sailors’ Dance” 
from Dido and Aeneas. By and large, these 
orchestrations have far more imagination 
and humour than those on the Decca 
records. 

There is however one respect in which the 
Decca discs win hands down: they are 
better recorded. On the H.M.V. discs the 
instruments are much too near the micro- 
phone. On some of the earlier ones this is 
particularly noticeable, and it causes 
individual instruments to sound quite 
unrealistic at times. This defect will not 
however prevent these records being of in- 
estimable use to schools all over the country. 


R.F. 





Nixa Deletions 

A further list of substantial deletions has 
been announced by Nixa. In all some 200 
LPs and 45s will cease to be available after 
goth September, 1956, or prior to that date 
should stocks be exhausted. It is hoped that 
full details will appear next month. 





Index and Binding, Volume XXXIII 


The Index to Volume XXXIII will be 
available in July or August, price 2s. 6d. 
plus 4d. postage. Copies may be ordered 
in advance from 49 Ebrington Road, 
Kenton, Middlesex. 

As before, arrangements have been made 
for the binding of this volume. The price, 
including Binding Case and Index, will be 
22s. 6d. (or 2s. without Index). Copies for 
binding should be forwarded to reach our 
Trade Office at 11 Greek Street, London, 
W.1, by September 1st. Unless otherwise 
requested, copies will be bound without the 
advertisement pages. Readers who are 
forwarding copies and require us to supply 
the Index are requested to reserve a copy 
in advance to avoid disappointment. 

A number of separate Binding Cases will 
be available, price 5s. 6d. post free. Unless 
otherwise requested these cases will only be 
suitable for binding the volume, less 
advertisement pages, 





24 


Count Basie and his Orchestra 
****Bigo Red (Wilkins) (5) 
***Smack Dab In The Middle (Calhoun) (V by Joe 
Williams) (a) 
(Columbia-Clef LB10028—6s. 73d.) 


(2) (Am. Clef 89169A)—Basie (pno); Bill Graham, 
Marshall Royal (a/tos); Frank Foster, Frank Wess 


(tnrs); Charlie Fowlkes (bar); Ed Culley, Renauld 
Jones, Thad Jones, Joe Newman (tjpts); Henry 
Coker, Bill Hughes, Benny Powell (tmbs); Freddie 


Green (et) 
1955. U.S 
(b) (do. 30169B)—Details untraced. 
*Count Basie-Joe Williams 
****Every Day (I Have The Blues) (Chatman, 
York); The Comeback (Memphis Slim) ; 
Alright, Okay, You Win (Wyche); In The 
Evening (Carr); Roll *Em, Pete (Johnson) ; 
Teach Me Tonight (de Paul, Cahn) ; My Baby 
Upsets Me (Williams); Please Send Me 
Someone To Love (Mayfield); Ev’ry Day 
(Kahal, Pain) 
(12 in. Columbia-Clef LP 33CX10026—39s. 73d.) 

Am. Clef, tape Nos. MG/C678-A, -B)—Williams (voc) 
with Count Basie and his Orch. : Personnel probably 
as for Slap Dab In The Middle. 1955. U.S.A 

Note : The Comeback available also on Columbia-Clef 
LB10017, reviewed April; Roll ’Em, Pete on LB10022 
(with April In Paris) reviewed last month. 

You will have a fair idea of what to expect 
of the LP if you heard the 78 r.p.m. releases of 
The Comeback and Roll ’Em, Pete (reviewed 
April and last month, respectively), for they are 
repeated in it. That they don’t tell the whole 
story of it is because three of the items on it 
(Teach Me, Please Send and the Ev’ry Day 
without the “‘e’’) are ballads, and Joe Williams 
is best as a blue; singer. If, however, ballads 
had to be included because it was felt that some 
contrast to blues songs was desirable, better 
ones should have been chosen. 

In the newly issued blues songs, especially his 
own My Baby Upsets Me, both Williams and the 
Basie Orchestra give all they supplied to make 
me rave over the previous issues of The Comeback 
and Roll ’>Em—which means the best vocal blues 
records we have had for many a long day. 

And as Slap Dab (on the 78) is also very 
much in the blues tradition, that remark goes 
pretty much for this one, too. The coupling is 
typical modern, swinging Basie, but not quite 
up to his best standard. E.J. 


Eddie Jones (bass); Sonny Payne (drs). 


*** Blow Your Horn ” 

****Bennie Green: Blow Your Horn (Walkin’ The 
Bone) (Green) (0); Blues In Lament (Green) 
(2); People Will Say We’re In Love (Rodgers) 
(e); Rhumblues (Jane Feather) (f); Takin’ 
My Time (Green) (c); I Wanna Blow (Green) 
(V by Green and Ensemble) (d) 

****Paul Quinichette : The Heat’s On (Eldridge) 
(1); I Can’t Give You Anything But Love 
(McHugh) (/); Humpty Dumpty 
Gibson, Quinichette) (7); I Remember 
Harlem (Eldridge) (k) ; Mime (Gershwin) (h) ; 
The Heat’s Off (Quinichette) (g) 

(12 in. Brunswick LP LAT8099—37s. 63d.) 


(a) (Am. Decca 84899), (6) (do. 84900), (c) (do. 84902) 
“Green (tmb); Frank Wess (tnr); Cecil Payne 
(bar); Cliff Small (pno); Tommy Potter (bass) ; 
Candido (bongoes, conga drm). 23/7/1953. U.S.A. 

(2) (do. 86179), (e) (do. 86180), (J) A er 86182)— 
Green (tmb); Billy Root (tnr); Small (po); Ike 
Isaacs (bass); Jerry Segal (drs). 13/4/1054 U.S.A. 

(g) (do. 85269), (hk) (do. 85270), (t) (do. 85271)— 
Quinichette (inr); Marlowe orris (Hammond 
organ) ; Jerome Dare (gir) ; Jo Jones (drs). 25/9/1953. 

A 


(7) (do. 85846), (k) (do. 85847), (1) (do. 85848)— 
Quinichette (inr); Jimmy Golden (no); Skeeter 
Best (gtr) ; Jimmy Richardson (bass); Les Erskine 
(drs\. 9/2/1954. U.S.A. 

Note : (d) and (e) available also on Brunswick 05323 ; 
(k) on Brunswick 05292, with Swinging The Blues. 

Trombonist Benny Green has not been too 
well served by the gramophone companies. 
However one side of this LP gives us six repre- 
sentative examples of his small group work, the 
outstanding track being Blues In Lament. Green’s 
satin-smooth tone and agile articulation are well 
in evidence and there are solos by Billy Root on 
People Will Say and Frank Wess on Takin’ My 
Time. Paul Quinichette suffers with inferior 
rhythm sections on most of his tracks which 
occupy the reverse side of this LP, in which 
pianist Jimmy Golden is a musical doodler who 
seems to be more concerned with fitting in 
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quotations than in playing a constructive solo. 
Paul is excellent however, although I don’t 
think he quite lives up to the reputation of 
“The New Pres ”’ (i.e. the new Lester Young) 
which he was given a few years ago. E.J. 


*Benny Carter and his Orchestra 
***Re-bop Boogie (Carter) (0); Rose Room 
(Hickman, Williams) (a); Your Conscience 
Tells You So (Raye, Carter) (V by Lucy Elliott) 

(c); Mexican Hat Dance (Trad. ) (a) 
(Parlophone EP. GEP8568—10s. 53d.) 


(a) (Am. De Luxe 173)—Carter (alto); Tony Scott 
(clt); Russell Procope (alto); Don Byas, Dexter 
Gordon (tnrs); Willard Brown (bar, alto); Emmett 
Berry, Neil Hefti, Joe Newman, Shorty Rogers 
(tpts); Albert Gray, Alton Moore, Sandy Williams, 


rummy Young (imbs); Sonny White (pno) : 
Freddy Green (gir); John Simmons (bass); J. C. 
Heard (drs). 3/1/1948. A. 


(b) (do. 237), (c) (do. 238), (d) (do. 239)—Carter 
(alto); Brown (alto, bar); Bumps Meyers (inr) ; 
Paul Cohen, Ira Pettiford, Walter Williams (ipts) ; 
Albert Gray, Clarence 


White (po); James Cannady (gi Thomas 
Moultrie. ag ik ; Percy Price (drs) ; and possibly 
others. 1946. U.S.A. 


Musically speaking there are few things 
beyond the capabilities of the long famous 
Carter. He plays clarinet, all the saxophones, 
trumpet and piano, he arranges and composes 
and has been known to sing on record. When it 
comes to putting a band together he knows 
how to pick his men too. This record contains 
four of the titles he made for the old “De Luxe”’ 
label, and although the writing is just a little 
dated in parts there is a feeling of exhilaration 
about each track. Conscience has a singer of no 
great merit, but the musical arrangement is 
worth hearing. Apart from Carter’s alto and 
Sonny White’s piano you may like to know that 
Al Gray is heard solo on Boogie, Emmett Berry, 
Don Byas and Trummy Young on Rose Room 
and a tenor man (probably Bumps Myers) on 
Mexiwan Hat Dance. E.J. 


*Clarke-Wilkins Septet 
***Pru’s Blooze (Cadena); I Dig You The Most 
(Wilkins) ; Cute Tomato (Wilkins) ; Summer 
Evening (Cadena) ; Oz The Wizard (Wilkins) ; 
Now’s The Time (Parker); Plenty For Kenny 
(Cadena) 
(12 in. London LP LTZ-C15008—37s. 63d.) 


(Am. MG12007-A, -B)—Ernie 
Wilkins (alto, tnr); Kenny Clarke (drs); George 
Barrow (inr, bar); Cecil Payne (bar); Eddie Bert 
(tmb); Hank Jones (pmo); Wendell Marshall (dass). 
Released America early 1955. U.S.A. 


Savoy, tape Nos. 





ABBREVIATIONS 
Acc accompaniment tnr tenor saxophone 
alto .. alto saxophone tpt trumpet 
arr .. arranger tmb trombone 
bar .. baritonesaxophone Trad .. traditional 
bass .. string-bass V vocal refrain 
bjo .. banjo v1b vibraphone 
clt .. clarinet voc vocalist 
drs .. drums vin violin 
gtr .. guitar xyl xylophone 
pno piano 


* iatitemen microgroove record. 334 LPs and 45 EPs 
are distinguished by the letters LP before the catalogue 
number for the former, EP for the latter. 


Asterisks (maximum five) indicate mainly the re- 
viewers’ opinion of each record as compared with all 
others mentioned, but take into account also how a per- 
formance compares with the general standard achieved 
by the artiste(s) in previously released recordings. 


When known, the date and place of recording, and if 
considered necessary also nationality or race of artiste(s), 
are given following the master number or personnel. 





and OLIVER KING 


The Clarke of this Septet is the well-known 
Kenny “ Klook”’ Clarke, thirty-two-year-old 
Pittsburgh-born drummer, who first became 
known to us when he was with Dizzy Gillespie’s 
big band in 1946. The Wilkins is Ernie 
Wilkins, arranger for the Basie band until he 
decided to settle down in New York. 

The Cadena who wrote three of the seven 
items is Ozzie Cadena, American Savoy’s 
recording director. I think he would be better 
advised to stick to that job. His tunes, and for 
that matter also the three by Wilkins, are just 
run of the mill affairs, none of which stays in 
one’s mind. However, Wilkins’s arrangements 
are competent and lucid, and give scope for 
swinging, of which, unfortunately, the only 
soloist to take full advantage is pianist Hank 
Jones. The front-line men, both as soloist and 
in concert, are conspicuous more for a rather 
academic suaveness than for any urgeful drive. 

Just how the penultimate track gets its title, 
let alone a composer credit to Parker, I don’t 
know, for it is entirely an unaccompanied drum 
solo by Kenny Clarke. Perhaps his rhythms are 
based on those of Charlie Parker in his record 
of the tune by him of the same name. Should 
you care to check up on this suggestion, the 
record is Columbia-Clef EP SEB10026. E.J. 


*** Collectors’ Items—Vol. 
***Preston Jackson and his Uptown Band: Yearn- 
For Mandalay (Sheik Taylor) (6); 
Trombone Man (Preston Jackson) (d); It’s 
Tight, Jim (Unknown) (a); Harmony Blues 
(Unknown) (c) 
***Chicago Stompers: Stomp Your Stuff (Un- 
known) (h) 


*Triangle Harmony Boys: Chicken Supper 
Strut (Unknown) (g) 


***Jelly James and his Fewsicians: Georgia 
Bo Bo (Trent, Waller) (f); Make Me Know It 
(Unknown) 


é) 
(London AL3550—26s. 5d.) 


{2) (Am. Paramount 2647)—Jackson (tmb); Artie 
Starks (cit, alto); Shirley Clay (cornet); George 
— (pno); Frank Brazil (bjo). September, 1926. 


Chic 
0) ) (do. 2648), (c) (do. 2649), (d@) (do. 2650)—Personnel 


() (Am. Gennett GEX481)—James (tmb); Jerome 
Pasqual or ss a (clt, alto); George Temple 
(tpt); Henry D n (pno); Ollie Blackwell (jo) 
Ralph Bedell (drs). “Circa 28/1/1927. New York. 

(f) (do. GEX482)—Personnel as for (e). 

(g) (do. GEX838 )—Unidentified reeds, cornet, tmb, pno, 
bjo, drs. Circa 22/8/1927. Birmingham, Alabama. 

(h) (do. GE17629)—Alfred Bell (kazoo); Frank 
Melrose or Jimmy Blythe (pmo); unidentified 5jo ; 
Jasper Taylor (washboard) ; unidentified voc. 13/3/1931. 


Richmond, Indiana. 
Previous issues (¢t deleted): (e), (f) Keith Prowse 


K101t ; (4) Vocalion V1023, with Wild Man Stomp. 

They must be getting near the bottom of the 
barrel. The Jackson titles would merit an extra 
star easily were it not for the ugly cornet of 
Shirley Clay, who seems to be unsuccessfully 
trying to prove himself another Louis Arm- 
strong, splitting notes, hitting them sharp, 
phrasing badly and generally upsetting the 
proceedings that were getting along very nicely 
till he butted in. 

The Jelly James sides are quite interesting, 
but they are rather hard to take; everyone 
blows loudly to less effect than when they relax 
a little. The Triangle Harmony Boys are 
another example of a weak bunch of local lads on 
location trying to show that they can do as well 
as the Northerners. The recording is appalling, 
and the transfer process has not helped it. 
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LOUIS ARMSTRONG 


1923 Louis Armstrong with King Oliver 
KING OLIVER’S CREOLE JAZZ BAND 
London L.P. AL 3504 


1924-1925 Louis Armstrong Plays the Blues 
with TRIXIE SMITH, MA RAINEY and CooT GRANT 
and WESLEY “‘KID’’ WILSON 

London L.P. AL 3501 


1924-1926 jazz Classics 

with JOHNNY Dopps’ BLACK BOTTOM STOMPERS, 

Liv’s HoT SHOTS, ERSKINE TATE’S VENDOME ORCHESTRA 
and RED ONION JAZZ BABIES 

Brunswick L.P. LA 8597 


1935-1941 Louis Armstrong Classics 
Louis ARMSTRONG AND HIS ORCHESTRA 
Brunswick L.P. LA 8528 


1947 Satchmo at Symphony Hall 
Louis ARMSTRONG AND THE ALL-STARS 
Brunswick L.P. LAT 8017/8 


1950 jazz Concert 
Louis ARMSTRONG AND THE ALL-STARS 
Brunswick L.P. LA 8534 


1950 New Orleans Days 
Louis ARMSTRONG AND THE ALL-STARS 
. Brunswick L.P. LA 8537 


Also SATCHMO SERENADES Brunswick L.P. LA 8679 


Louis ARMSTRONG WITH GORDON JENKINS 
Brunswick L.P. LA 8700 


Louris ARMSTRONG WITH THE MILLS BROTHERS 
Brunswick L.P. LA 8681 
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FULL DETAILS IN 
JAZZ ON L.P.s Price 2/6 
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1951 Satchmo at Pasadena 
Louis ARMSTRONG AND THE ALL-STARS 
Brunswick L.P. LAT 8019 


1951-1954 

Music from “The Glenn Miller Story” etc. 
Louis ARMSTRONG AND THE ALL-STARS 
Brunswick L.P. LA 8691 


1955 Louis Armstrong at the Crescendo 
Brunswick L.P. LAT 8084/5 


Many of these numbers are also available on 

extended play (45 r.p.m.) records 

On 78 r.p.m. records: 

Georgia bo bo/Wild man blues 02065 

Drop that sack 02502 

Perdido Street blues/2.19 blues 03164 

Basin Street blues 05303 

Down in honky tonk town/Coal cart blues 03165 

I can’t give you anything but love/Ain’t misbehavin’ F 6954 
Once in a while/On the sunny side of the street F 6613 
I double dare you/True confession F 6619 
Shadrack/Jonah and the whale F 6835 


Kr and many others 


z ‘ % 






FULL DETAILS IN 


JAZZ ON 78s Price I}- 
RECOAOS 
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OVERCOMES TRACKING ERROR 


BJ PLUG-IN SHELL ACCOMMODATES— 


TANG ENTIALIT Y is a big word. It has a big meaning. Without embarking upon 


its technical significance, let it suffice to say it means a more exact reproduction of the 





BJ PLUG-IN SHELL 


The BJ arm is one of the significant advances in High Fidelity Reproduction because it overcomes tracking error. 
The result is LESS DISTORTION—LESS STYLUS WEAR—and LONGER RECORD LIFE. 


ae A ARISE Os USS 


STEERS Cede eb TK 


SWAT OE 





BURNE-JONE 








TANNOY — GOLDRING — ACOS — COLLARO — GARRARD and wide range of AMERICAN CARTRIDGES 
OBTAINABLE 


FROM YOUR LOCAL DEALER 


S LONDON ENGLAND 

















PABO—I Tape Pre-Amp 
and Erase Unit. £12.10.0 











Collaro 2010 Transcription 
Gramophone Unit 


Armstrong AM44 Tuner al j 


@ Variable Selectivity @ 4 wave- 
bands @ agic Eye Tuning © 
Infinite Impedance Detector @ |. 
Cathode follower Output. £19.17.0 























Armstrong Al0 Amplifier 
and Control Unit 
@ 10-12 watts ultralinear @ 0.1% total 
harmonic at 8 watts @ Within 1 db 
15-30,000 c.p.s. @ 4 input positions @ 
Equaliser @ Filter @ Separate Bass and 
Treble controls. £29.10.0 











ARMSTRONG WIRELESS & TELEVISION CO. LTD. 












SONIXGRAM 


REGD. 
A COMPLETE DOMESTIC HIGH FIDELITY SYSTEM 











Truvox TR7U Mk Ill Tape Unit 








Armstrong FM 56 Tuner 


@ Permeability Tuning @ Freedom 
from Drift @ Magic Eye Tuning @ 
3-position H.T. Supply Socket @ 
£27.1.0 





Automatic Limiting 














Armstrong Labyrinth 
Loudspeaker 
| | Enclosure 
ge ‘ | : Revolutionary new design 
: : offering hi-fi reproduction 
from a_ cabinet small 
enough to blend into any 
home. Goodmans 
AUDIOM 60 (Bass Cone). 
Plessey Aluminium Voice 
Coil Treble Unit with 
fully matched Cross-over 
Network. Complete £30 











All units are available separately 
and in various combinations in 


Price (COMPLETE) £200 the Sonixgram. 


WARLTERS ROAD, HOLLOWAY, LONDON, N.7. Tel: NORTH 3214/3 
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Let’s start saying what it is not. A tape recorder 
is not a machine which ticks out Stock Market 
prices. It does not provide the ticker tape which is 
such a feature of the New York welcome to famous 
people. A tape recorder is a machine which records 
sounds ; happy sounds, musical sounds, living 
sounds. And plays them back absolutely true to life. 





_ absolutely essential, or just downright good entertainment for practically 
\ every person you can think of. 
For the music lover it provides his favourite music perfectly and economically. 
The tape on which the music is recorded can be scored easily 
and is ‘ unbreakable’. All tape is ‘ long-playing ’"—and it doesn’t wear out. 
For the family man a tape recorder provides a family album in sound, from 
Baby’s first word to young John’s party piece. And speaking of parties—a tape 
recorder can join in anything ; from ‘ Consequences ’ to ‘ Musical Chairs ’. 
It can give you music for dancing or even provide the accompaniment for ‘ Knees up 
Mother Brown’ (if you feel that way inclined). 
For the youngster at school—many schools have tape recorders—education is made more 
interesting ; something in which he plays a part—a real part that helps 
him learn and remember more vividly. For,the business man a tape recorder 
brings more efficiency. It helps him save time, helps him by recording important meetings 
verbatim, takes dictation, reduces routine trivialities. 
The truth is, that whatever your walk of life, a tape ee 
recorder is an asset ; either socially, or in business, or ee 
at home. Possibly all three combined. 


Model TK.820/3D. 
aa Guineas (less microphone) 


Attractive H.P. Terms available 


Ll. fact, a tape recorder is something that can be either very useful, 








































Write for this Folder to: en 


Dept. G. 


G et the most out of life Grundig House, 39-41 _ Oxford St., London, W.C.! 


Name 


...geto CETIETD 


THE FINEST TAPE RECORDERS IN THE- WORLD 


(Electronics Division, Gas Purification & Chemical Co. Ltd.) 


GRUNDIG (GT. BRITAIN) LTD., 
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THE 


HIGH-WAY 
CABINET 


On 15” legs. 24” wide 
Compartments 13” 
high, 14” deep. 
Price £13.13.0 or 
40/- deposit and 9 
monthly payments 
of 27/9. 

Partitions can be 
omitted and shelf 
raised if required for 
cocktail cabinet. 
With 4” legs or 
flush base 38/- less. 
P.T. 9/9. Cash or 
terms. 


i 








Write for our New Catalogue 


From years of specialised production we have designed 
34 cabinets, styled to suit all tastes, of reliable con- 
struction and pleasing appearance. 

£5.10.0—£30. 


Prices range from 





GP2I 


33” wide. Motor Board, 


under. 


GENERAL 





PURPOSE 


CABINET 


16” x 15”, 
Grille and baffle can be fitted if desired, or some 
partitions omitted to house amplifier. 


with 33” clearance 


Price £16.18.6 


or 51/- deposit and 9 monthly payments of 34/4, 





Cabinets are supplied in oak, walnut 
veneers, 


mahogany, 


shade required. 
and Wales. 





selected 
Delivery 
(Scotland and 


and 
finished in 
12/6 in England 
N. Ireland 25/-.) 











THE AXIOM 
ENCLOSURE 


Completely fitted 
with 12” Axiom 150 
Mk Il Speaker and 
Acoustic Resistance 
Unit to Messrs. 


Goodman's _ specifi- 
cation. Price 
£29.6.0 or £4.7.6 


deposit and 9 mthly. 
payments of 59/7. 
Rectangular style 
27/6 less. Enclosure 
only, Price £15.15.0 
or £2.5.0 deposit and 
9 monthly payments 
of 32/-. 


A. L. STAMFORD (Dept. P16) 
20 College Parade, Salusbury Road, London, N.W.6 
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THE — CHOICE 
JUNE 1956 
FORTHCOMING EVENTS 


I. The ‘‘ Ultrasonic ”’ 
A TREBLE REPRODUCER for 
the efficient distribution of 
sound over 1,000 cycles. This 
new loudspeaker is recom- 
mended for use with our 12’ 
De-Luxe and 15” Auditorium/ 
CS in multi-speaker systems. 





The ‘‘Selhurst’” ENCLOSURES 
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The Chicago Stompers are crisp and clean, 
and the most lively bunch of all. 

The sleeve gives personnels, dates and other 
details differing from those I have shown. 
Small things, maybe, but if we are going to 
have any information on the sleeves, we might 
as well have it correct. For example, an 
unknown drummer is m«n‘ionedfor the Preston 
Jackson sides. I have listened both to my mint 
original and to all four tracks hereon without 
hearing any drums at all. 


*Eddie Condon and his Orchestra 
** Ringside At Condon’s ”’—Vol. 2 

***Wrap Your Troubles In Dreams (Koehler) ; 
Makin’ Whoopee (Donaldson); You Made 
Me Love You (Monaco); I Can’t Give You 
Anything But Love (McHugh); Beale Street 
Blues (Handy); Mandy, Make Up Your 
Mind (Meyer, Johnston) ; ; Blues My Naughty 
Sweetie Gives T e (Swanston, McCarron, 
Morgan) ; nd Ry Shuffle (Voynow) 

(London LP LZ-C14024—29s. 64d.) 


(Am. Savoy, tape Nos. MG15030-A, -B)—Condon 
(gtr); Edmond Hall (cit) ; Wild Bill Davison (cornet) ; 
Cutty Cutshall (t¢mb); Gene Schroeder (pno); Bob 
Casey (bass); Cliff Leeman (drs). Autumn, 1955. 
New York. 

Noisy audience reaction that seems to have 
been dubbed in in places mars so much of these 
performances. Wild Bill sounds husky, still 
very wild, and (in Wrap Your Troubles) rather 
Spannerian. I find Cutshall quite a model of 
solid trombone playing, with no fireworks, crisp 
and to the point without being sterile in ‘ideas. 
Hall’s imitations of Goodman and Russell are 
accurate, but (to me) distasteful. Schroeder 
bows to Earl Hines, and the rhythm section 
works along with him satisfactorily if not very 
enterprisingly. I do not like those inane drum 
codas followed by a four-bar reprise which 
continually gets lost in the tumultuous welcome 
of an undiscerning audience. 

Dreams occupies most of the second side, the 
last few grooves being given to a chorus each 
of the other three numbers, played respectively 
by Cutshall, Hall and Davidson. We’ve heard 
the other side or something very like it a dozen 
times before from Condon and others of his ilk. 
I devoutly hope this doesn’t presage a Chicagoan 
revival ? Recording fair. O.K. 


*xJohnny Dankworth and his Orchestra 
****Feather Merchant (Mundy, Basie) (2); Indiana 
(Hanley) (6); Memories Of You (d) ; ; Moby 
Dick (Dankworth) (c) 
(Parlophone EP GEP8570—10s. 53d.) 

(a) (Parlophone CE15435), (b) (do. CE15436)— 
Dankworth, Rex Rutley (altos); Pete Warner, John 
Xerri (tnrs); Alex Leslie (bar); Derrick Abbott, 
Charlie — a McQuater, Bill Metcalf 
(tpts); Garry B a, aay © Elwood, Bill Geldard, 
Laurie Monk (tmbs) Lee (pno); Bill Sutcliffe 
(bass); Kenn Clare (drs) 2/11/1955. London. 

(c) (do. CE15491)—Personnel as for 1. except 
Ronnie Fenwick (alto) replaces Rutley Frank 
Donlan (tpt) replaces McQuater. 15/12/1955. London. 

(d) (do. CE15494)—Personnel as for (c). 20/1/1956. 


— 
ote: (a) and (6) available also on Parlophone 
R407 : (c) and (d) on R4148. 

Johnny Dankworth can always be relied 
upon to give us good music in the best of taste, 
Memories Of You (revived by its inclusion in 
‘The Benny Goodman Story’”’) is a feature 
for his alto. Moby Dick is a Dankworth original 
presumably designed as a tribute to John 
Huston’s long-delayed film of the same name, 
and, like Basie’s Feather Merchant and the well- 
tried Indiana, is played with zest and swing. 
The section work is immaculate on all four tunes. 
Listen to the trumpets on ZIJndiano.  E.J. 


*Miles Davis All Stars 
“****Bemsha Swing (Monk, Best) ; The Man I Love 


(Gershwin) 
(Esquire LP 20-056—29s. 63d.) 


Am. Prestige, tape Nos. PRLP200-A, -B)—Davis 
pty Milt Jackson (vib); Thelonious Monk (pno) ; 
Percy Heath (bass) ; Kenny Clarke (drs). 24/12/1954. 


Recently there has been a lot of talk in 
American jazz circles about Miles Davis’s 
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** come-back ”’. On record at least he seemed 
to fall into the doldrums around 1951, but this 
new LP shows that by Christmas Eve, 1954, he 
was back at the very top of his form. It is 
reported that when he arrived at the studio for 
the session and found that the Prestige 
people had booked Thelonious Monk as pianist 
he complained about their selection of personnel. 
Apparently Miles doesn’t think much of Monk 
as a musician, which is a pity because both men 
have plenty to say on the subject of modern jazz 
when they are on form. Milt Jackson plays an 
invigorating and inventive vibes solo on Man J 
Love and there are further solos by Monk, Heath 
and Davis, the last-mentioned both muted and 
open. 


Monk’s tune, Bemsha Swing, has a rather 
unusual chorus construction. It consists of 
sixteen bars split up into four sections, the third 
of these approximates to the “ middle-eight ”’ 
or “ release’? of a normal-length song. All this 
doesn’t prevent Davis and his men from showing 
off their paces and the accurate recording has 
captured the warmth of Miles’s trumpet tone 
better than ever before. E.J. 


*Wild Bill Davison Sextet 
**At The Jazz Band Ball (La Rocca, Shields) (a) ; 
Memphis Blues (Handy) (b); Exactly Like 
You (McHugh) (a); Al Blues (Davison) (5) 
(London LP LZ-C14020—29s. 63d.) 

(Am. Savoy, tape Nos. DWL523, DWL524) 

(a)—Davison (cornet); Frank Chase (cit); Eddie 
Hubble (tmb); Ev Schwarz (pmo); John Fields 
(bass) ; Johnny Vine (drs). November, 1951. Storyville 
Club, Boston, U.S.A. 

(6)—Same personnel, except George Wein (pno) 
replaces Schwarz. Same occasion. 

The recording here is slightly better than on 
the earlier reviewed Condon, the audience more 
sober in its applause and Davison somewhat 
less wild ; otherwise I can’t find a lot to say 
that I haven’t said about the Condon. The four 
numbers chosen are as hackneyed as they can 
be, and they don’t stand up to ten or fifteen 
minutes’ playing without any interest they may 
generate flagging considerably. The rhythm 
section has not the slightest idea of how to lift 
the band, and Vine’s drumming pushes the 
show along frantically in Jazz Band Ball, tense 
and ill at ease. A course of listening to Jelly 
Roll Morton or the earlier King Oliver is 
indicated for this bunch. They might learn then 
how to play jazz with some semblance of 
authority. O.K. 


*Roy Eldridge and Dizzy Gillespie 
*#***I’ve Found A New Baby (Williams); I Can’t 
Get Started (Gershwin); Trumpet Blues 
(Gillespie, Eldridge); Algo Bueno (Gillespie) ; 
Pretty-Eyed Baby (Williams, Johnson) (V by 
Eldridge and Gillespie) 
(12 in. Columbia-Clef TP 33CX10025—39s. 73d.) 


(Am. Clef, tape Nos. MGC641-A, -B)—Eldridge, 
Gillespie (tpts); Oscar Peterson (pmo); Herb Ellis 
(gtr); Ray Brown (bass); Louis Bellson (drs). 
Released America late 1954. 

Nothing is more inspiring than competition, 
and the keener the competition, the greater 
heights the competitors are likely to reach. 


Prompted by this well-proven theory, the 
ever enterprising Norman Granz hit on the 
bright idea of staging recording bouts between 
two or three top-flight jazz notabilities (in some 
cases performers of like instruments, in others of 
complementary ones) backed, where necessary, 
with a specially selected rhythm section 
instructed to, as Norman Granz himself put it 
to me when last I saw him, “‘ drive the soloists 
as hard as they could, but otherwise to stay out 
of the way and let the main combatants fight 
it out ”’ 


The fruits of two of these bouts have just 
reached us. One, dealt with later, features 
Art Tatum, Benny Carter and Louis Bel!son. 
The other is this Roy Eldridge-Dizzy Gillespie 
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duel. Tosay merely that it’s a thrilling anything- 
you-can-do-I-can-do-better display would be a 
gross understatement. Stimulated by friendly, 
but none the less spirited for that, rivalry, and a 
rhythm team that punches out its role just 
about perfectly, Eldridge and Gillespie play as 
they have seldom played on records before. The 
fast numbers are such fine interplays of imagina- 
tion and vigour that one hardly realises that they 
go on for rather too long. Even Eldridge’s high 
notes seem there for a sincere purpose, which 
prevents any accusation of exhibitionism. The 
slow Can’t Get Started is a moving instance of 
genuine and grippingly portrayed feeling. It is 
conspicuous also for a lovely, restrained solo by 
Peterson. The blues-contrived Pretty Eyed Baby 
has the two working out their vocal chords and 
thereby showing themselves to be not only 
masters of the art of scat singing, but also to be 
possessed of a sense of humour which makes a 
delicious ending to what is in every way 
(including the recording) an _ outstanding 
record. E.J. 


*Duke Ellington’s Washingtonians 
‘“* The Duke—1926 ”’ 

*If You Can’t Hold The Man You Love (Kahal, 
Fain) (V by George Thomas) (f); You’ve Got 
Those ‘‘ Wanna Go Back Again’’ Blues 
(Turk, Handman) (V by Thomas) (e); 
It’s Gonna Be A Cold, Winter (Trent, 
Granger) (V by Alberta Prime) (a); 
Social De Luxe (Ellington, Trent) (V_ by 
Alberta Prime and Sonny Greer) (0); Choo 
Choo (Ringle, Schafer, Ellington) (c); Rainy 
Nights (Ellington) (d); ; Animal C.ackers 
(Coslow) (g); Lil Farina (Smith, Mier) (h) 

(London LP AL3551—29s. 63d.) 


(a) (Am. Blue Disc T2001)—Alberta Prime (voc). 
acc. by Ellington (pno). November, 1924. New York. 
(6) (do. 12002)—Alberta Prime, Sonny Greer 
wen acc. by Ellington (pno). November, 1924. New 


‘(c) (do. T2005), (4) (do. T2006)—Ellington (pno): 
Otto Hardwick (cit, alio); Bubber Miley (tpt): 
Charlie Irvis (tmb); Fred Guy (bjo); Sonny Greer 
(drs). November, 1924. New York. 

(e) (Am. Gannett GEX57), (f) (do. GEX58)— 
Ellington (pno) ; Hardwick, Don Redman (clés, altos); 
Prince Robinson, rege Thomas (clts, tnrs); Harry 
Cooper, — eye (tpts); Jimmy Harrison, 
Irvis (tmbs) ; y (bj0); ** a ** Edwards (fuba) ; 
Greer (drs). Balled 1/4/1926 . New York. 

(g) (do. GEX190), (4) (do. GEX191)—Ellington 
Hardwick (cit, alto); prob. Robinson 
Charlie Johnson, Miley (pis); Irvis 
(tmb) ; y (bj0); Edwards (tuba) ; reer (drs). 
Believed ‘25/0/1006. New York. 

If any name but Duke Ellington’s had 
appeared on this record, the reason for its issue 
would be as obscure as the original recordings 
themselves. This is an instance where rarity 
is greater than musical merit. Rainy Nights is 
a pleasant number. The others range from 
very fair more or less straight “ pops’”’ of the 
period to downright appalling vocals, and can 
only render disservice to Ellington’s illustrious 
name. All were acoustically recorded. O.K. 


* Buddy Featherstonhaugh New Quintet 
***Buddy’s Bounce  (Featherstonhaugh) (a); 
Yesterdays (Kern) (a) ; Constellation ( Parker) 
(6); Have You Met Miss Jones ? (Rodgers) (}) 
(Nixa. Jazz Today EP NJE1016—LIs. 10d.) 


(a) (Nixa, tape No. UU1016-A1), (5) (do., do. -B1)— 
Featherstonhaugh (bar); Roy Sidwell (tnr) ; ; Leon 
Calvert (tpt); Bill Stark (bass); Paul Brodie (drs). 
5/1/1956. London. 

Older readers will remember Buddy Feather- 
stonhaugh from the days of Spike Hughes’s 
orchestra a quarter of a century ago. During 
the war years he led a “‘ Radio Rhythm Club ”’ 
sextet, but of late his name has not been too 
prominent in musical circles. Now, with the 
issue of this record, we find that despite his 
retirement he has not failed to move with the 
times. He has switched from tenor to baritone 
and come up with a piano-less group not unlike 
that of Gerry Mulligan. The other members of 
the “‘ New Quintet’? are younger men, but 
maany s tone, ideas and phrasing are not out of 
place. 
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Leon Calvert plays some good solos and 
Roy Sidwell is an adequate musician in the 
so-called “ cool ”’ style. 


*** Harlem Piano Roll ” 
*****James P. Johnson: Runnin’ Wild—Medley 
(Mack, Johnson) (Intro.: Charleston; Old- 
Beg (2). Love; Open Your Heart; Love 
ug (a 
****Eubie Blake : Boll Weevil Blues (Cliff Hess) (d) 


****Clarence Johnson: Low Down Papa (Spencer 
Williams) (0d) 


*eeee** Fats ’’ Waller: A New Kind Of Man (Clare, 
Flatow) (c) 
Hock Shop Blues (Spencer 


****Cliff Jackson : 
What’s The Matter 
Now ? (Spencer Williams, Clarence Williams) (e) 
***Finisher Johnson: Golden Brown Blues 
(Hughes, W. C. Handy) (g) 
(London AL3553—26s. 5d.) 


All taken from pianola rolls by the artists named. The 


approximate dates are: 
@) (QRS101027) Mid-1923; (b) Late 1923; (c) Mid- 
(e) ‘June, 1926; (f) August, 


1924; (d) Late 1924; 
1926 ; (g) 1927. Only the roll number of the first track 
is at present traceable. 

Here is a magnificent feast for those interested 
in original Harlem house-rent party piano, 
played splendidly by some of the best-known, 
and some of the most obscure, of its exponents. 
It is difficult to award stars to such a galaxy of 
talent; it depends purely on_ individual 
preference for the numbers, their execution and 
the recording. The recording, of course, is 
great. The transfer process has been most 
accurately carried out; there are few places 
where it sounds as if one were listening to a 
pianola. 





*** Jazz Showcase ” 
***On The Alamo (Kahn, Jones); What’s New ? 
(Haggart); Makin’ Whoopee (Donaldson) ; 
How Long Has This Been Going On ? 
(Gershwin); Sweet And Lovely (Arnheim) ; 
I’m Beginning To See The Light (Hodges) 
(Nixa Jazz To-day EP NJE1011—1LlIs. 10d.) 
(Nixa, tape Nos. UU1011-A, -B)—Jimmy Skidmore 
(tmr); Harry Klein (bar) ; Kenny Baker (tpt); Keith 
Christie (tmb) ; Dill Jones (pno) ; Cedric West (gtr) ; 


poams ¢ Clarke '(bass) ; Eric Delaney (drs). 16/3/1955. 
nd 


I think I am correct in saying that Norman 
Granz inaugurated the “ ballad medley ” idea 
on record. This calls for a consecutive sequence 
of soloists each playing a chorus or two of his 
favourite tunes with bridge passages between the 
various melodies to give continuity, all of which 
is precisely what happens on this “‘ Jazz Show- 
case’’, The standard of solo playing varies 
from competent (Skidmore’s Alamo and Klein’s 
Sweet And Lovely) to brash vulgarity (Baker’s 
Beginning To See The Light). In between we have 
a swinging version of Makin’ Whoopee from Keith 
Christie, a tasteful How Long Has This Been 
Going On? by Dill Jones and a very good 
What’s New ? from Cedric West, the least well- 
known, but on the showing here by no means 
the least capable, of the featured men. E.J. 


*** Jazz Studio 4” 
***Groove Juice (arr. Jimmy Guuffre) (i); Pink 
Lady (arr. Shorty Rogers) (7) ; Too Much (arr. 
Jack Montrose) (g); Ballade For Jeanie (arr. 
Spud Murphy) (a); The Turk (arr. Jack 
Millman) (c); When You’re Near (arr. Chico 
Alvarez) (e); Tom And Jerry (arr. Gerald 
Wiggins) (4); So Goes My Love (arr. Bill 
Holman) (f); Bolero De Mendez (arr. Pete 
Rugolo) (k); Just A Pretty Tune (arr. Frank 
Eriekson) (1) ; Cathy Goes South (arr. Johnny 
Mandell) (d); Bambi (arr. Gene Roland) (5). 
(All Jack Millman) 
(12 in. Brunswick LP LAT8098—37s. 63d. ) 
Jack Millman (leader, flugel horn) with 
(a) (Am. Decca L8412)—Buddy Collette (alto) ; Jack 
Montrose (inr); Bob Gordon (bar); Tiger Brown 
(valve-tmb); Gerald Wiggins (pro); Curtis Counce 
(bass) ; Chico Hamilton (drs). 18/5/1955. Hollywood. 
(6) (do. L8413)—Collette (alto); Montrose (inr) ; 
Brown (valve-tmb); Frank Flynn (vib); Barney 
essel (gr) ; Hamilton (drs). Same, session. 
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(c) (do e 
(vib); Wiggins (pno) ; 
(drs); Mike Pacheco (bongoes) 4 
drm); Pay Aguirre (timbales). 
oo a tpt. Same session. 
L8415)—Collette (flute) ; 


Artie Anton (conga 
For this title only 


(@) (d 
a Oo. 
Gordon (bar); Flynn (vib) ; Counce (bass) ; Hamilton 


Montrose (nr) ; 
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(drs); Pacheco (bongoes) ; Anton 
(conga drm). Same session. 

(e) (do. L8442)—Lin Halliday (fnr) Don Anderson 
(vib) Don Overbers (gir); Ralph Pena (bass) ; Gary 
Frommer (drs). 25/5/1955. Hollywood. 

(f) (do. L8443)—Ray Vasquez (bar) ; 
(vib); Don Friedman (pmo) ; Pena (bass) ; 
(drs). Same session. 

(g) (do. L8444)—Halliday (énr) ; 
Friedman (pfno); Pena (bass); Frommer (drs). 
Same session. 

(h) (do. L8445)—Halliday (inv); Anderson (vib) ; 
Friedman (pmo); Overberg (gir); Pena (bass) ; 
Frommer (drs). Same session. 

(i) (do. L8466)—Bert Herbert (alto); Jimmy 

Giuffre (inr); Gordon (bar); Bob Enevoldsen 
(valve- wg 1 Claude Williamson (pno); Howard 
Roberts (gir); Red Mitchell (bass); Shelly Manne 


Brown (claves) ; 


Anderson 
Frommer 


Vasquez (bar) ; 


(drs). 1/6/1958. Hollywood. 

(7) (do. L8467)—Collette (flute); Gordon (bass-clt) 
Ken Kenney (vib) ; Williamson (pno); Mitchell 
(bass); Manne (drs). Same session. 

(k) (do. L8468)—Collette (flute); Giuffre (cit) ; 
Herbert (alto); Gordon (bar); Mitchell (bass) ; 
Manne (drs) ; Pacheco (bongoes) ; ; Jack Costanza 
(conga drm); Enevoldsen (claves); Williamson 
(gourd). Same session. 

awe (do. 8469)—Collette (flute); Giuffre (tnr) ; 

rdon (bar); Enevoldsen (valve- -tmb); Kenney 
on): Williamson (pno); Mitchell (bass); Manne 
(drs). Same session. 

+ Probably a pseudonym, but your reviewer has no 
idea for whom. 

This is at once the most ambitious and least 
outstanding to date of the hitherto brilliant 
Jazz Studio productions. 


It started as a private venture by classically 
schooled ex-Kentonite flugel horn and trumpet 
player Jack Millman, and was only subse- 
quently taken over by American Decca. 


Millman wrote all twelve of the numbers. 
He then handed eleven of them one apiece to 
as many of the most noted contemporary jazz 
arrangers, keeping one back for himself (see 
heading details), and in due course recorded the 
scores with almost as many different groups, 
each hand-picked from the leading West Coast 
modernists. 


It was a daring venture, and it could have 
produced great results, but it just failed to come 
off. The weaknesses started in the beginning— 
Millman’s compositions. Some have the germs 
of ideas, notably in a certain grace about their 
opening stanzas. But none has what it takes 
to make a gripping or even memorable opus. 


It is therefore not surprising that with such 
material the scorers turned in competent but 
uninspired arrangements, and that the perform- 
ances are more or less likewise—musicianly, but 
almost completely lacking in what it takes to 
produce exhilaration. Even the solos seem 
deflated by the hamstringing atmosphere which 
the preceding passages appear to have cast over 
their players. E.J. 


*** Jazztime U.S.A.” 

**Terry Gibbs Sextet: T And S (Gibbs, Rogers) 
(a); You Don’t Know What Love Is (Raye, 
De Paul) (6); Flyiné Home (Hampton, 
Goodman) (c) ; Three Little Words (Ruby) (g) 

***Mary Lou Will liams Orchestra : wn Beat 
(Feather, Webman) (d); Out Of Nowhere 
(Heyman, Green) (e) ; C Jam Blues (Elling- 
ton) (f) 

(12 in. Vogue-Coral LP LVA9009—37s. 63d.) 

(a) (Am. Decca 83154), (6) (do. 83155), (c) (do. 83157) 
—Gibbs, Don Elliott (vids); Howard McGhee (tpt) ; 
_ | Winding (tmb) ; Horace Silver (pmo) ; Chuck 

rge Duvivier (bass) ; Sid Bulkin 
any 11/7/1952 Pythian Temple, New York. 

(d) (do. 83158), (e) (do. 83160), (f) (do. 83161)— 
Mary Williams (jo); Morris Lane (inr); Harold 
Baker (tpt); Vic Dickenson (tmb); Newell John 
(electric-gtr) ; Eddie Safranski (bass); Don Lamond 
(drs). — date. \—Billy ‘Tay! seas 

(g) (do. 83370)—Billy Taylor ;  possibl 
Duvivier (bass) ; possibly Bulkin (drs) gf ie date. ? 


*** Jazztime U.S.A.” 
*Terry Gibbs Sextet: De Arangot (Gibbs, De 
Arango) (a) 
***Tony Scott Quartet: Bob’s Blob (Scott) (5) 
**Stuff Smith : Honeysuckle Rose (Waller) (c) 
***Moondog: Rim Shots (hk); Improvisation 
In 4/4 (h); Improvisation In 7/4 (d) (All 


py d 
otek (Ue wier: Red 
t’ (Unknown) “v by Se by Rak MeLawies) (e) 


June, 1956 


**Georgie Auld All Stars: Lucky Duck (Hef:: 
(i); I’ve Got A Crush On You (Gershwin) (/) - 
One O'clock Jump (Basie) (zg) 

(12 in. Vogue-Coral LP LVA9014-—87s. 63d.) 


(a) (Am. Decca 84313)—Gibbs (vib); Ray Abram; 
(tnr); Don Elliott (mellophone); Claude Noel (pno) . 
Kenny O’Brien (bass); Sid Bulkin (drs). 

(b) (do. 84318)—Scott (clit); Dick Katz (pno . 
Milton Hinton (bass); Jackie Moffett (drs). 

2, ) 54310) _Senith (vuln); Katz (pno); Hintor 
(bass) ; 

(4) — 84323), (kh) (do. 84456)—Moondog (trimba:s. 


00, etc.). 
‘e) (do. ocsne) aus (tmr) ; 
ell Lowe (gir); Specs Powell (drs). 
( (f) (do. 84349), (g) ‘(do. 84351), (i) (do. 84395)—Aulc 
Tony Scott (cit); Charlie Shavers (tpt); Kai 
(tmb) ; Lou Stein (pno); Lowe (gtr) ; Eddic 
Safranski (bass) ; Powell (drs). 
All 3/4/1953 at Pythian Temple, New York. 
+t Incorrectly spelled Anango on label. 


*** Jazztime U.S.A.”—Vol. 3 
**Terry Gibbs Sextet: Perdido (Tizol) (a); 
These Foolish Things (Maschwitz) (0) ; 4° t 
Blame — Vy - ) (c); You Go To My 
C. Gillespie) (Vv + Jackie Paris) 
(d) ; Gool “Blues (Paris) (V by Paris) (e) 
***Hot Lips Page with Marion McPartland Trio 
St. Louis Blues (Handy) (f); On The Guay 
Side Of The Street (McHugh) (g); At. James 
Infirmary (Joe Primrose) (h) ; e Sheik Of 
Araby (Ted Snyder, Harry B. Smith, Francis 
Wheeler) (i). (All V by Page) 
(12 in. Vogue-Coral LP LVA9017—37s. 63d.) 
(a) (Am. Decca 84613), (b) (do. 84614), (c) (do. 84615) 
—Gibbs (vib); Don Elliott (mellophone); Claude 
Noel (no ); Kenny O’Brien (bass) ; Sid Bulkin (drs) 


27/5/19 U.S.A. 
(a) (do. 84616), fe) pe. OS $6617) —toet (pno) ; O’Brien 


“f) (do. 34618) “) (do. 84619), (h) (20 84620), () _. 
84621)—Page (tpt); McPartland (pno) ; 
Yost (dass) ; nontehs Alexander (drs). Same aa 

‘* Jazztime U.S.A.”’ is the title used to cover 
a series of recording sessions which were held 
before an invited studio audience. The idea is 
not new of course ; our own Columbia company 
did it in 1946 when they featured such musicians 
as Ronnie Scott and George Shearing. The 
recording executives claim that the audience 
gives a live and informal atmosphere, but it also 
has the effect of bringing out the very worst in 
some performers. 

On this series of records, certain artistes. 
notably Georgie Auld, Terry Gibbs, Ray 
Abrams and Don Elliott, descend to such depths 
of crowd-rousing bad taste that I feel sure they 
could teach some of Norman Granz’s troupe of 
JATP performers a thing or two. There are 
times, however, when I feel that the audience 
has been instructed to applaud and to shout 
** Go, go, go”’ at a pre-arranged signal, for I 
can see no reason at all for some of the outbursts. 

It is a pity that the better excerpts could not 
have been collected on to one LP. Few 
collectors can afford to pay out over five pounds 
ten shillings for these three records. These better 
moments are provided by the Tony Scott 
Quartet, the group led by Mary Lou Williams, 
the late Hot Lips Page singing and playing 
trumpet with Marion McPartland’s Trio, and 
the blind percussionist who goes under the 
name of *‘ Moondog ’’, but whose correct form 
of address is Louis Thomas Hardin. 

A record by Moondog was issued here in 1954 
(London REPro1o0). He plays an unusual series 
of instruments, many of which he has invented 
and made himself. His rhythmic work is 
fascinating and such American jazz drummers 
as Max Roach and Art Blakey are said to go out 
of their way to hear him play. 

Much of the remainder is best forgotten 
Jackie Paris (on Vol. 3) is a poor vocalist, 
either on a ballad (You Go To My Head, which 
he sings with cloying sentimentality) or on a 
scat number (Cool Blues). Stuff Smith makes a 
brief and unremarkable appearance in Vol. 2 
and in Vol. 1 Howard McGhee and Kai 
Winding, two of the better soloists, are allowed 
only one chorus apiece (on Flying Home), while 
Terry Gibbs hogs most of the solo time with his 
gallery-playing superficiality. Georgie Auld’s 
thoughtful work on the slow I’ve Got A Crush On 


McLawler (organ) . 

















